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ABSTRACT OF THE DISSERTATION
Poetics of the Sufi Carnival:
The ‘Rogue Lyrics’ (Qalandariyât) of Sanâ’i, ‘Attâr, and ‘Erâqi
by
Matthew Thomas Miller
Doctor of Philosophy in Comparative Literature
Washington University in St. Louis, 2016
Professor Fatemeh Keshavarz, Chair
Professor Lynne Tatlock, Co-Chair

The Poetics of the Sufi Carnival: The ‘Rogue Lyrics’ (Qalandariyât) of Sanâ’i, ‘Attâr,
and ‘Erâqi is the first detailed study of the poetics and cultural politics of the “rogue lyrics”
(qalandariyât) of medieval Persian Sufi literature. Countering approaches that either reduce
this carnivalesque poetry to an abstract symbolist poetics or sublimated aesthetic expression
of Sufi antinomianism, the present study analyzes (1) the historical development of this countergenre, (2) the myriad ways in which its heterotopic poetics creates—indeed, performs—
meaning, and (3) the cultural politics of its (typically) same-sex beloved.
Chapter one and two position the qalandariyât within the broader historical development of the Persian genre system. These chapters combine close readings of a wide variety of
early poetry, manuscripts, and poetic treatises with a computational form of textual analysis
called topic modeling to argue that not only was qalandari poetry considered a coherent thematic genre, but it functioned as a heterotopic countergenre to religious-homiletic (zohdiyât/
mow’ezeh) and royal panegyric (madhiyât) poetry in the early Persian poetic system. Chapter
three then examines the poetics of the qalandariyât, focusing in particular on the ways in
which the force dynamics embedded in its “shocking” and transgressive imagery both perxi

forms and inculcates the radical spiritual (inter-)subjectivity necessary for the true Sufi lover.
Finally, chapter four problematizes the tendency in modern scholarship on Sufi love theory to
heteronormativize or “straighten” expressions of embodied same-sex desire through a close
reading of ‘Erâqi’s conversion to the qalandari antinomian mode of piety in his anonymous
hagiography.
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PREFACE
George Bataille in his work on “sacred eroticism” remarks in a footnote that “[t]he
underlying affinity between sanctity and transgression has never ceased to be felt. Even in the
eyes of believers, the libertine is nearer to the saint than the man without desire.”1 He makes
this keen observation in his discussion of transgression and Christianity, but it can be applied
with equal validity to the figure of the “libertine” in Islam and its mystical mode of piety, Sufism. Beginning (at least) in the eleventh century, one of the most dominant figures in the
Persian poetic imaginary is the spiritually inspired rogue, the most radical of all Sufi lovers.2
Called by many names in Persian (each with their own slight variation in meaning)—qalandar (rogue), qallâsh (rascal), rend (libertine), oubâsh (ruffian), haunter of the winehouse
(kharâbâti), roguish man of wiles (‘ayyâr), etc.—these characters are united in their disdain
for the normative modes of piety, religious law, and socio-political institutions that they perceive as nothing but artificial earthly constructs separating them from union with their transgressive beloved. In their eponymous “rogue lyrics” (qalandariyât), they perform the destruction of these established “customs” (takhrib al-‘âdât), as the powerful seventh/thirteenthcentury Sufi master Abu Hafs ‘Omar al-Sohrawardi (d. 1234) remarked about the historical
qalandar groups, which block their way on the “path of love” (râh-e ‘eshq).3 Employing a
complex range of antinomian and transgressive figures, settings, and symbols, these lyrics together fashion a carnivalesque poetic world whose mode of piety requires the transgression
and parodic inversion of all religious and social norms, including rejecting the mosque and
Ka’ba in favor of the winehouse; opting for apostasy and disbelief over Islam; and extolling
the virtues of wine and love of the cupbearer (usually portrayed as youthful male). No one illustrates this veritable “Sufi carnival” better than the thirteenth-century poet, ‘Attâr (d. 1221):

1.
2.
3.

Bataille, Eroticism, 122 n1. I am indebted to Richard Rambuss’ study, Closet Devotions, for bringing this
footnote to my attention initially.
I will briefly discuss the debate over the origin of the qalandariyât in both chapters one and two.
See Ahmet T. Karamustafa’s discussion of Abu Hafs ‘Omar al-Sohrawardi’s famous characterization of
them in: Karamustafa, God’s Unruly Friends, 34-36.
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We are the dregs-sellers of every dilapidated winehouse.
We are not the coquetry-sellers hawking every saintly miracle.
We are the finger-snapping dancers of the beloved’s quarter.
We are the infamous ones for the people of spiritual conceits.
We are tricksters, dice-stealing cheaters, and rascals.
We are the dregs-drinkers and self-deprecators of the dilapidated winehouse.
In the way of infidelity, we are elites and masters.
In the way of religion, we are the asses carrying fanciful stories.
Sometimes we are men of church and church bells;
other times we are monks of the pagan goddesses ‘Uzza and Lat.
Sometimes we are monks in the quarter of the divine;
other times we listen to heavenly greetings.
Sometimes we are drunk and wasted on the dregs of pining;
other times we are drunk on the wine of the world of essence.
We have no care for (normative) customs and habits.
How could we be from the station of (normative) customs and habits?
What is there for us in mosques and worship?
Are we men of mosques and worship?!
With all of this deception and trickery,
what matter are proximity and private prayers to us?
This story of us and I arose from us
because we are not men of these stations.
We are in the state of selflessness like ‘Attâr.
We are the moths of the candle of the light of the niche.4

4.

‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 486-487 #606. Persian text:
ﻧﻪ ﻋﺸﻮه ﻓﺮوش ﻫﺮ ﮐﺮاﻣﺎﺗﯿﻢ
واﻧﮕﺸﺖﻧﻤﺎی اﻫﻞ ﻃﺎﻣﺎﺗﯿﻢ
دردیﮐﺶ و ﮐﻢزن ﺧﺮاﺑﺎﺗﯿﻢ
در ﺷﯿﻮهٔ دﯾﻦ ﺧﺮ ﺧﺮاﻓﺎﺗﯿﻢ
ﮔﻪ ﺻﻮﻣﻌﻪدار ﻋﺰی و ﻻﺗﯿﻢ
ﮔﻪ ﻣﺴﺘﻤﻌﺎن اﻟﺘﺤﯿﺎﺗﯿﻢ
ﮔﻪ ﻣﺴﺖ ﺷﺮاب ﻋﺎﻟﻢ اﻟﺬاﺗﯿﻢ
ﻣﺎ ﮐﯽ ز ﻣﻘﺎمِ رﺳﻢ و ﻋﺎداﺗﯿﻢ
ﭼﻪ ﻣﺮد ﻣﺴﺎﺟﺪ و ﻋﺒﺎداﺗﯿﻢ
ﭼﻪ ﺑﺎﺑﺖْ ﻗﺮﺑﺖ و ﻣﻨﺎﺟﺎﺗﯿﻢ
زﯾﺮا ﮐﻪ ﻧﻪ ﻣﺮد اﯾﻦ ﻣﻘﺎﻣﺎﺗﯿﻢ
ﭘﺮواﻧﻪٔ ﺷﻤﻊ ﻧﻮر ﻣﺸﮑﺎﺗﯿﻢ

xiv

ﻣﺎ درد ﻓﺮوش ﻫﺮ ﺧﺮاﺑﺎﺗﯿﻢ
اﻧﮕﺸﺖزﻧﺎن ﮐﻮی ﻣﻌﺸﻮﻗﯿﻢ
ﺣﯿﻠﺖﮔﺮ و ﻣﻬﺮه دزد و اوﺑﺎﺷﯿﻢ
در ﺷﯿﻮهٔ ﮐﻔﺮ ﭘﯿﺮ و اﺳﺘﺎدﯾﻢ
ﮔﻪ ﻣﺮد ﮐﻠﯿﺴﯿﺎی و ﻧﺎﻗﻮﺳﯿﻢ
ﮔﻪ ﻣﻌﺘﮑﻔﺎن ﮐﻮی ﻻﻫﻮﺗﯿﻢ
ﮔﻪ ﻣﺴﺖِ ﺧﺮابِ دردیِ دردﯾﻢ
ﺑﺎ ﻋﺎدت و رﺳﻢ ﻧﯿﺴﺖ ﻣﺎ را ﮐﺎر
ﻣﺎ را ز ﻋﺒﺎدت و ز ﻣﺴﺠﺪ ﭼﻪ
ﺑﺎ اﯾﻦ ﻫﻤﻪ ﻣﻔﺴﺪی و زراﻗﯽ
ﺑﺮﺧﺎﺳﺖ ز ﻣﺎ ﺣﺪﯾﺚ ﻣﺎ و ﻣﻦ
در ﺣﺎﻟﺖ ﺑﯿﺨﻮدی ﭼﻮ ﻋﻄﺎرﯾﻢ

The tendency in the existing scholarship on qalandariyât poetry such as ‘Attâr’s
poem above has been to read it either as an aesthetic expression of one of the various antinomian modes of piety in medieval Islamicate lands (e.g., malâmati, qalandariyyeh) or as an esoteric poetic code—that is, a symbolist poetry that can only be deciphered with the lexicons
(estelâhât) and commentaries of the Sufi hermeneutic tradition.5 These approaches each have
their own merit. They have contributed in important ways to our understanding of how this
poetry was interpreted in Sufi circles and the possible connections between this poetic tradition and the Sufi and perhaps non-Sufi antinomian groups that may have historically inspired
this poetry. A detailed study of its generic development and poetics, however, has remained a
desideratum to date. The present work will address this lacuna in the scholarship on the qalandariyât. It will not resolve any of the outstanding historical questions about the qalandars
or their relation to the poetry that bears their name; nor will it take on a etymological or literary excavation of the possible origins of the term or poetic figure.6 Rather, it will stay focused
squarely on its poetics (as it was practiced by four of its most prolific poets, Sanâ’i, Amir
Mo’ezzi, ‘Attâr, and ‘Erâqi) and the various ways in which its poetics produced meaning in
and through the broader Persian literary system and premodern Persianate cultural milieu of
which it was a constituent part.
The first chapter, “Genre Trouble: Historicizing and Computationally Analyzing the
Qalandariyât and Other Thematic Genres in Early Persian Poetry,” charts the emergence of
the qalandariyât as a genre from the evolving and sometimes “messy” genre system of early

5.

6.

See, for example: Shafi’i-Kadkani, Qalandariyeh dar târikh; de Bruĳn, “The Qalandariyyāt in Persian
Mystical Poetry”; Karamustafa, God’s Unruly Friends, 34-36; J.T.P. de Bruĳn, Persian Sufi Poetry, 72-76;
Feuillebois-Pierunek, A la croisée des voies célestes, 235-54; Dahlén, “The Holy Fool in Medieval Islam”;
Lewisohn, “Sufi Symbolism in the Persian Hermeneutic Tradition”; Karamustafa, Sufism, 162-66;
Lewisohn, “Prolegomenon to the Study of Hafiz.”
For a historical study of the qalandars and other antinomian groups in medieval Islamicate lands, see:
Karamustafa, God’s Unruly Friends, 34-36; Karamustafa, Sufism, 162-66. For etymological study of the
origin of the term “qalandar,” see: Shafi’i-Kadkani, Qalandariyeh dar târikh. There are also some very
interesting parallels between Arabic khamriyât poetry and the qalandariyât and also between the figure of
the “rogue” in Persian literature and the Arabic figure of the “rogue” or “master of wiles” (‘ayyâr). I hope
to take up these topics in a future study, but they are not within the scope of the present work. For more on
the Arabic khamriyât, see: Hamori, On the Art of Medieval Arabic Literature, 31-76; Harb, “Khamriyyāt”;
Kennedy, The Wine Song in Classical Arabic Poetry; Meisami, Structure and Meaning, 30-42; Noorani,
“Heterotopia and the Wine Poem in Early Islamic Culture.” For more on the rogue figure in Arabic
literature, see: Lyons, The Arabian Epic, I:118-127; Heath, “‘Ayyār”; Lyons, Man of Wiles in Popular
Arabic Literature.
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Persian poetry. Employing both traditional philological methods and a new mode of computational textual analysis called topic modeling, I argue against form-centric approaches to
genre in medieval Persian poetry and maintain that qalandari poetry constituted a genuine literary “type” or genre in early Persian poetry. Chapter two, “The Qalandariyât and the Early
Persian Poetic System: Qalandariyât as Heterotopic Countergenre and Oppositional Introit,”
then analyzes the qalandariyât’s inter-generic role in the early Persian genre system. Understanding its dual role as the “heterotopic countergenre of the Sufi carnival” and an “oppositional introit,” as I term it, is crucial for correctly assessing it as a genre and interpreting its
poetics.
The study of the qalandariyât’s poetics that begins in chapter two is expanded in
chapter three, “The Poetics of the Sufi Carnival: Metaphoric Force Dynamics and the Construction of a Radical Sufi Spiritual (Inter-)Subjectivity.” Pushing back against the prevailing
scholarship which relies excessively on the Sufi hermeneutic tradition of symbolist interpretation, I demonstrate the myriad ways in which the qalandariyât perform meaning through
their metaphoric force dynamics. I focus in particular on how the shocking and transgressive
imagery of qalandari poetry enacts and models the force dynamic postures required of the
true Sufi lover—that is, a Sufi aspirant who has experienced self-annihilation in the beloved
(fanâ).
Finally, chapter four, “Embodying the Qalandari Beloved: (Homo)eroticism, Embodiment, and the ‘Straightening’ of Desire in the Hagiographic Tradition of ‘Erâqi,” looks at
the cultural politics of the qalandariyât’s homoerotic poetics. Specifically, I problematize
here the way in which much scholarship in modern Sufi Studies has disembodied and heteronormativized the figure of the young male qalandari beloved. Through close readings of Sufi
theoretical works and ‘Erâqi’s poetry and hagiographic tradition I recover a more deeply embodied and much less “straight” version of the Sufi love theory that is reflected so strongly in
qalandari poetry. Once re-embodied, it becomes clear that Sufi love theory did not aim to
deny the body and the natural, same-sex desires it experienced, but rather to utilize them as
experiential pedagogical aids or scaffolds for helping Sufis reach divine love.
xvi

This dissertation explores these questions of generic development, meaning creation,
and sexuality in the Persian literary tradition through the lens of the qalandariyât, but its conclusions have much broader implications for the ways in which we approach these topics in
Persian literary and Sufi Studies more broadly. For this reason, each chapter contains its own
literature review and concluding section in which I draw out its broader implications for these
fields.
Before concluding the preface, I need to bring a few technical details to the reader’s
attention. All translations contained within this study our mine unless otherwise noted. I
would be remiss, though, if I did not in the same breathe express my gratitude to Fatemeh
Keshavarz and Paul Losensky for their comments and suggestions on them. My translations
are much better for them, and any remaining mistakes are my own. In order to avoid cluttering the text, I have opted to list dates according to the Common Era calendar only, with the
exception of Persian publication dates which are provided in the bibliography according to
the Persian calendar. Specialists in Persian, Arabic, and Islamic Studies will have no problem
converting the dates. Finally, I have followed the International Society for Iranian Studies’
Persian transliteration scheme, with one exception: instead of ā for the long “a” vowel, I use
â.7 In the case of Arabic names or transliterations I have used a slightly modified version of
this same transliteration scheme in order to indicate the language shift, changing, for example: v to w, -ow to -aw, short e to i (e.g., Persian ebn to standard Arabic transliteration ibn), ey to -ay, and long i to ī. When citing other scholars’ studies or quoting from their works I
have maintained their original transliteration. In cases where there is already a common English spelling of a word, such as Qur’an, qibla, or Ka’ba, I have used the accepted English
form of the word instead of transliterating it in order to avoid confusion. For words such as
divân (poetry collection) and qasideh (ode) which are very common in my discussion of both
Persian and Arabic poetry, I consistently use the Persian transliteration even when discussing
Arabic poetry.

7.

Available at: http://societyforiranianstudies.org/journal/transliteration.
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Chapter 1
Genre Trouble: Historicizing and Computationally
Analyzing the Qalandariyât and Other Thematic Genres
in Early Persian Poetry
I. Introduction
Hoseyn Vâ’ez-e Kâshefi, writing near the end of what many regard as the “classical”
period of Persian poetry, opens his poetic treatise, Badâ’e’ al-afkâr fi sanâ’e’ al-ash’âr (w.
ca. second half of fifteenth century),1 with a long discussion of the “divisions and genres of
poetry” (aqsâm va anvâ’-e she’r),2 in which he discusses the formal “genres” (anvâ’) of Persian poetry (qasideh, ghazal, qet’eh, robâ’i/do-beyti/tarâneh, fard, masnavi, mosammat, tarji’ât/tarji’band/tarkib/movassat),3 the “divisions of [Persian] poetry” (aqsâm-e she’r)
(moraddaf, sahl-e momtane’, zu al-now’eyn, etc.), and “words that are in use regarding types
of poetry” (alfâzi keh dar anvâ’-e she’r mosta’mel mi-bâshad). The poetic terms, devices,
and formal genres elaborated in the first two sections are unremarkable. They appear in all
major poetic manuals beginning with Râduyâni’s Tarjomân al-balâgheh (w. before 1113)
and are as familiar to most Persian-speakers as well-known poetic terms such as “sonnet” or
“iambic pentameter” are to most European and American audiences. The terms that Kâshefi
elaborates in the final section, however, are of a different order. He describes—often at some
length—the following thematic categories of poetry: towhid, na’t, manqabat (i.e., manâqeb),
mow’ezeh, asrâr, madh/medhat, hajv/hejâ, jedd, hazl, motâyebeh, marsiyeh, khamriyât, and
qasamiyât.4 He introduces them as “types of poetry” (anvâ’-e she’r), using the same term
“anvâ’” (s. now’, “type”) that just pages earlier he had employed to describe the standard for-

1.
2.

3.
4.

Marta Simidchieva has analyzed this work in depth and positioned it within the tradition of Persian poetic
treatises: Simidchieva, “Imitation and Innovation in Timurid Poetics.”
Kâshefi Shirâzi, Badâ’e’ al-afkâr, 69. This phrase from Kâshefi and similar ones which are seen in Shams-e
Qays, Tâj al-Halâvi, and Kâshefi (e.g., Shams-e Qays’ “kinds of poetry and types of verse”/ajnâs-e she’r va
anvâ’-e nazm), seem to refer to a broad range of both fixed forms, components of poems, poetic devices,
and, in the case of Kâshefi at least, thematic genres. See: Qays al-Râzi, al-Mo’jam, 342, 416ff; Tâj alHalâvi, Daqâ’eq al-she’r, 81-87.
Kâshefi Shirâzi, Badâ’e’ al-afkâr, 71-75.
Kâshefi Shirâzi, Badâ’e’ al-afkâr, 81-83.
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mal “genres” (anvâ’) of Persian poetry (qasideh, ghazal, etc.), and in the cases of towhid,
manqabat, mow’ezeh, asrâr, marsiyeh, khamriyât, and qasamiyât at least, he explicitly discusses them as thematic categories that refer to entire poems. They were to the minds of
Kâshefi and his contemporaries—whom he describes as “using” these terms (alfâzi keh dar
anvâ’-e she’r mosta’mel mi-bâshad)—coherent enough thematic types to be placed on par
with the classical formal genres of medieval Persian poetry.
One may quibble with the details of this list—for example, given the focus of this
study, I wish he would have explicitly mentioned the qalandariyât!—but what is striking
about Kâshefi’s overview of the different types of poetry here is how effortlessly he delineates both formal and thematic types of poetry, side-by-side, as equal partners in shaping the
medieval Persian genre system. In hindsight, this only seemed remarkable to me at the beginning of my research for the present work because most modern scholarly discussions of
“genre” in medieval Persian poetry have had a pronounced tendency to focus on the formal
criteria of generic classification at the expense of thematic distinctions. The doyen of modern
Persian literary scholars, Mohammad Rezâ Shafi’i-Kadkani, captures well the spirit of this
literature in his seminal work, Sovar-e khayâl dar she’r-e Fârsi (1971-2/1350):
It is not without good reason that we see the ancient Persians and Arabs classify poetry more from the perspective of form (qâleb va shekl) because it is in
the domain of form (shekl va form) that one can classify the types (anvâ’) of
Persian and Arabic literary works. If we want to treat the classification of them
[Persian and Arabic poetry] from the perspective of theme (ma’nâ), they
would be so overlapping and mixed together that separating them in one poem
even would be impossible (az mohâlât ast).5
Shafi’i-Kadkani is not a outlier in Persian literary scholarship on this topic. His formcentric viewpoint on genre is representative of a much broader trend evidenced both in numerous contemporary studies (e.g., Zayn al-‘Âbedin Mo’taman, Mohammad Ja’far Mahjub,

5.

Shafi’i-Kadkani, Sovar-e khayâl dar she’r-e Fârsi, 378. Shafi’i-Kadkani repeated this form-centric view to
me in person at the Fools and Vagabonds: Non-Violence in the Islamic Mystical Tradition Conference
(Leiden University, June 4th, 2015). While I have nothing but the utmost respect for Shafi’i-Kadkani, I do
strongly disagree with him on this point.

2

Sirus Shamisâ, Bo Utas) and the editorial practice of arranging Persian divâns (poetic collections) by formal genres (e.g., qasideh, ghazal).6
In one sense these scholars are not incorrect in their assertion that the generic system
of medieval Persian poetry has a strong sense of form. As is clear in Kâshefi’s discussion,
formal distinctions played a central role in shaping medieval Persian poetry since its earliest
period (even if the particularities of individual forms and the terminological apparatus did
change and develop).7 However, to recognize the important role of formal criteria in generic
classification is not to say that form is the only or dominant criterion in all medieval Persian
classification schemas. Even proponents of the form-centric position such as Shafi’i-Kadkani,
Utas, and Shamisâ do not deny the existence of thematic types. They present them to the
reader, however, as being of distinctly secondary importance to the dominant formal “genres.”8 Shamisâ, for example, in his well-known study, Anvâ-e adabi (1992/1370), categorically asserts throughout that the genre system of Persian literature is based on formal distinctions even as he reluctantly admits at one point that “[a]lthough the categorization of genre in
our literature [Persian] is according to form, we also infrequently (beh-nodrat) encounter dif-

6.
7.

8.

See, for example: Mo’taman, Tahavvol-e she’r-e Fârsi; Mahjub, Sabk-e Khorâsâni dar she’r-e Fârsi;
Shafi’i-Kadkani, Sovar-e khayâl dar she’r-e Fârsi, 377-92; Shafi’i-Kadkani, “Anvâ’-e adabi va she’r-e
Fârsi”; Shamisâ, Anvâ’-e adabi.
Lewis has done such a diachronic study on the development of the ghazal from an amatory theme to a
formal genre in the early Persian tradition (Lewis, “Reading, Writing and Recitation”; Lewis, “The
Transformation of the Persian Ghazal”). He also notes that there is even some ambiguity about the extent to
which the term “qasideh” was a strict formal concept in the earliest period of Persian poetry: “Indeed, the
word qasida may not yet have been deeply engrained as a fixed-form concept in Persian (though, obviously,
the word and the structure were already very well familiar in Arabic literature). During the tenth-twelfth
centuries CE, Persian poets categorized their poems more often by mood and topoi than by form, with the
most common distinction being madh versus gazal, panegyre versus lyric/love poetry. The word qasida
does not often appear as a technical term during this period, though many poetic and prosodic technical
terms do occur in the text of these poems. Poets of this era usually refer to individual poems as še’r
(“poem”), and also as bayt (line/lines) or do-bayti, or occasionally nazm (verse, vis-à-vis prose)” (Franklin
D. Lewis, “Sincerely Flattering Panegyrics,” 226). I would note too that this ambiguity regarding the
meaning of the formal, technical meaning of “qasideh” in this period can also be seen, for example, in the
table of contents of the Kabul Manuscript (KM) of Sanâ’i’s Kolliyât, which is titled “List of Types of
Qasâ’ed (plural of qasideh).” When one looks at the “types” (anvâ’) of qasidehs that are listed below this
heading (which includes towhid-e bâri, madhiyât, qalandariyât, ghazaliyât, robâ’iyât, amongst others), it
becomes clear that the complier of KM must be using the term “qasideh” here in the more general, nontechnical (non-formal) sense of “poem.” Lewis has observed this same tendency in Shams-e Qays’ alMo’jam (c.a. 630/1232) as well, where he too uses the term qasideh as “almost synonymous with the more
general term, še’r.” However, as Lewis notes, Shams-e Qays also “does clearly see the qasida as a
particular form or genre of its own,” so it is likely that by the thirteenth century the term qasideh is
developing into a full-fledged technical term (Lewis, “Sincerely Flattering Panegyrics,” 227).
I use the terms “type” and “genre” interchangeably throughout this study.
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ferent thematic genres in the works of the early poets/literati (qodamâ).”9 Despite this acknowledgement, however, the only times he discusses these thematic types (e.g., marsiyeh,
shahr-âshub, habsiyeh, sâqi-nâmeh) is on a few pages immediately following this quotation
and in a chapter entitled “ancillary/subsidiary genres” (anvâ’-e far’i yâ rubanâ’i)—a title
which reveals the distinctly secondary role these genres play in his portrayal of the Persian
genre system.10 Utas similarly admits the existence of these thematic types—which he says
can “in a more loose way” perhaps be considered genres—but concludes by arguing for the
centrality of form to Persian generic classification and reducing these thematic genres to
“themes” or “motifs” because they are not clearly associated with “a specific form or
forms.”11 Form, in short, is always foregrounded in the works of proponents of this view as
the primary analytical lens through which to study Persian poetry and its genre system.
The result of this focus on formal criteria is predictable. It has produced a scholarly
landscape in which the topic of thematic types in medieval Persian poetry has received very
little sustained attention until quite recently. This lacuna, however, is not the result of a lack
of sources or evidence on the topic. As C.H. de Fouchecour recently remarked, “[t]he question of thematic genres in Persian poetry requires further study, given the wealth of the material and the frequent references in traditional manuals and anthologies.”12 Indeed, scholars
have long been aware of these thematic types and numerous thematic overviews and anthologies of them exist.13 Critical and historical studies of them have been a rarity until quite re-

9. Shamisâ, Anvâ’-e adabi, 54.
10. Shamisâ, Anvâ’-e adabi, 223-54.
11. In the most recent treatment of the topic, Bo Utas argues that “textual form remains the most tangible
criterion for the classification of Classical literary works.” He does allow that thematic genres could “in a
more loose way” be considered genres; however, ultimately he concludes that “the traditional way of
referring to types of Persian literary works is predominantly based on formal criteria” and summarizes his
analysis into a “grid of forms and genres” that is organized on formal grounds (with themes being
associated with various forms). See: Utas, “‘Genres’ in Persian Literature 900-1900,” 202-203, 206-215,
229, 231.
12. Charles-Henri de Fouchécour, “IRAN viii. PERSIAN LITERATURE (2) Classical.”
13. Mahjub, Sabk-e Khorâsâni dar she’r-e Fârsi; Shamisâ, Anvâ’-e adabi, 223-54; Safâ, Târikh-e adabiyât dar
Irân. Nasr Allâh Emâmi has provided an overview of elegiac (marsiyeh) poetry in the Persian tradition:
Emâmi, Marsiyeh-sarâ’i dar adabiyât-e Fârsi-ye Irân. For treatments of the habsiyât (prison poetry) genre
in Persian poetry, see: Zafari, Habsiyeh dar adab-e Fârsi. For studies of the sâqi-nâmeh/moghanni-nâmeh
(cupbearer/singer’s ode) genre, see: Mahjub, Sabk-e Khorâsâni dar she’r-e Fârsi; Golchin-Ma’âni,
Tazkereh-ye paymâneh; Mahjub, “Sâqi-Nâmeh—Moghanni-Nâmeh.” Treatments of the shahr-âshub/shahrangiz (city disturber) genre in Persian poetry: Mahjub, Sabk-e Khorâsâni dar she’r-e Fârsi; GolchinMa’âni, Shahr-âshub dar she’r-e Fârsi.
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cently though. It is only in the last couple of decades that scholars have taken up this charge
and begun the work of charting the development of these thematic types of poetry.14 Several
studies have appeared focusing on panegyric (madh/madhiyât) poetry and, to a lesser extent,
religious-homiletic poetry (zohdiyât/mow’ezeh).15 Paul Sprachman recently published an insightful study of invective/satirical (hajv and hejâ) poetry16 and Shafi’i-Kadkani, J.T.P. de
Bruĳn, Sunil Sharma, A.L.F.A. Beelaert, and Rebecca Gould have all analyzed the emergence and development of the habsiyât (prison poetry) in different ways.17 J.T.P. de Bruĳn,
Sharma, and Michele Bernardini have also studied the shahr-âshub/shahr-angiz (city disturber)18 and Sharma, Paul Losensky, and Ehterâm Rezâ’i have charted the development and
poetics of the sâqi-nâmeh/moghanni-nâmeh (cupbearer/singer’s ode), which is closely related
to wine poetry (khamriyât) as well.19 Finally, there is Franklin Lewis’ important study of the
thematic “genres” or “sub-genres” of Sanâ’i’s ghazals (lyrics).20
Much work remains to be done on all of these genres, and there are still a large number of thematic types that have received little or no sustained scholarly treatment to date. For
example, to the best of my knowledge, there have been no major studies of Persian spring

14. In addition to the genre-specific studies cited below, Julie Scott Meisami, J.T.P. de Bruĳn, and Paul
Losensky have also discussed thematic types and categories of poetry in their broad treatments of Persian
literature and poetry. See: de Bruĳn, Persian Sufi Poetry; de Bruĳn, “Arabic Influences on Persian
Literature”; Meisami, “Genres of Court Literature”; Losensky, “Persian Poetry.”
15. See the sections on panegyric and religious-homiletic poetry in chapter 2 for relevant studies.
16. Sprachman, Suppressed Persian; Sprachman, Licensed Fool.
17. For critical treatments of the habsiyât (prison poetry) genre in Persian poetry, see: Shafi’i-Kadkani, Sovar-e
khayâl dar she’r-e Fârsi, 595-612; Beelaert, A Cure for Grieving, 30-36; Sharma, Persian Poetry at the
Indian Frontier, 68-106; de Bruĳn, “Habsiyya”; Gould, “Wearing the Belt of Oppression”; Gould, The
Persian Genre of Incarceration. For a discussion of the significance of habsiyât for broader theoretical
debates about prisons and prison literature, see: Gould, “Prisons before Modernity.”
18. For poetic studies of the shahr-âshub/shahr-angiz (city disturber) genre in Persian poetry, see: Sharma,
Persian Poetry at the Indian Frontier, 107-16; Bernardini, “The Masnavi-Shahrashubs as Town
Panegyrics”; Sharma, “The City of Beauties in Indo-Persian Poetic Landscape”; Sharma, “Generic
Innovation in Sayfi Bukhârâi’s Shahrâshub Ghazals”; de Bruĳn, “Shahrangīz 1. In Persian.”
19. For critical studies of the sâqi-nâmeh/moghanni-nâmeh (cupbearer/singer’s ode) genre in Persian poetry,
see: Golchin-Ma’âni, Tazkereh-ye paymâneh; Rezâ’i, Sâqi-Nâmeh dar she’r-e Fârsi; Safâ, Târikh-e
adabiyât dar Irân, 3/1: 334-35; Mahjub, “Sâqi-Nâmeh—Moghanni-Nâmeh”; Sharma, “Hāfiz’s
Sāqīnāmah”; Losensky, “Sāqī-Nāma”; van Ruymbeke, “Iskandar’s Bibulous Business”; Losensky,
“Vintages of the Sāqī-nāma.” See also Ahmad Golchin-e Ma’âni’s introduction in the following work:
Qazvini, Tazkereh-ye may-khâneh. Although not on the topic of the sâqi-nâmeh/moghanni-nâmeh genre
specifically, Yarshater, W.L. Hanaway, Christine van Ruymbeke’s articles on the wine poetry (khamriyât/
sharâb) also provide important background here: Yarshater, “The Theme of Wine-Drinking and the
Concept of the Beloved in Early Persian Poetry”; Hanaway, “Blood and Wine”; van Ruymbeke,
“Iskandar’s Bibulous Business.”
20. Lewis, “Reading, Writing and Recitation”; Lewis, “The Transformation of the Persian Ghazal”. Although
my ultimate aim is different than Lewis’, I am greatly indebted to his study for shaping the way I approach
early Persian poetry.
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odes (bahâriyeh), facetiae (motâyebeh), or praise poems of the Prophet Muhammad (na’t-e
rasul) and his companions/imams (manâqeb), to just mention a few more prominent examples. If we are to have a more complete understanding of the Persian genre system and its historical permutations, each thematic type needs to be subjected to focused literary analysis that
systematically investigates both its poetics and diachronic development.21 We need what
Hans Robert Jauss famously called a “historical systematics” of Persian poetry—that is, an
approach that conceptualizes literary genres “not as genera (classes) in the logical sense, but
rather as groups or historical families” that “cannot be deduced or defined, but only historically determined, delimited, and described.”22
The present study aims to contribute to this larger project. I begin at the macro-level
with an examination of the early theoretical discussions of Persian poetry and the thematic
arrangement of a number of early divân (poetic collection) manuscripts. The picture that
emerges from this analysis is a complex, historically-specific, and even sometimes “messy”
genre system in which thematic categories and types (now’, pl. anvâ’) play a much larger role
in poetic classification than proponents of the form-centric position allow. In the second part
of the chapter, I will focus on one of these thematic types of poetry, the qalandariyât, or
“rogue lyrics,” which will become the primary focus of the remainder of this study. Analyzing the traces of this generic category in both early manuscripts and data derived from computational analysis (topic modeling) of early Persian poetry, I argue that the qalandariyât
should be regarded as a formally-flexible generic category in early medieval Persian poetry. I
conclude the chapter by heuristically disaggregating the qalandariyât into a set of nine subtypes that can be observed in the divâns of Sanâ’i, ‘Attâr, and ‘Erâqi.23 The complexity of this

21. I concur with Lewis that genres in Persian literary history must been analyzed and conceptualized as
historical constructs. See: Lewis, “Reading, Writing and Recitation,” 9, 13; Lewis, “The Transformation of
the Persian Ghazal,” 124.
22. Jauss, “Theory of Genres and Medieval Literature.”
23. Although a few isolated examples of qalandariyât can be found in the divâns of other poets of this early
period (e.g., Abu Sa’id Abu al-Kheyr, Bâbâ Tâher, Sheykh Yusof ‘Âmeri, Anvari, Khâqâni) (or are
attributed to them in other works), I have decided to focus in this study primarily on the poetry of Sanâ’i,
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one thematic genre, I aver, demonstrates that we need a much more fine-grained and historically-informed approach to genre studies in medieval Persian poetry.
II. Historicizing the Persian Genre System:
The Play of Themes, Forms, and Types
It is not possible to discuss the Persian genre system. There is not one transhistorical
set of genres that has obtained throughout the several thousand-year history of Persian literature. It has shifted considerably over its long history, repeatedly and continually transforming
itself in its dynamic interaction first with the Arabic genre system and much later with European ones. The concern of the present chapter is with the early “New Persian” genre system,
which developed gradually over the tenth-thirteenth centuries, only reaching its classical
form in the fourteenth-fifteenth centuries. Even this “early period” of New Persian poetry is
itself internally diverse and I intend the designation of it as a “period” only heuristically.
The rebirth of Persian poetry in the tenth century—nearly three centuries after the
Arab-Islamic conquest of the Sassanian Persian empire in the middle of the seventh century—occurred in a world in which the prestige language was Arabic. The Arab-Islamic conquest was not only a political victory for the young Islamic empire, but it was also a triumph
for Arabic language and culture. It inaugurated an approximately three hundred year period in
which Arabic enjoyed pride of place at the major Islamic courts, and the Persian language
was relegated to a decidedly secondary position in the high culture of the new Islamic empire(s).24 During this period New Persian continued to be spoken by inhabitants of the Persian
territories and works in Middle Persian (e.g., Khwadây-Nâmag, Hazâr Afsân, Dénkart, Bun-

‘Attâr, and ‘Erâqi (with one important detour through a panegyric with a qalandari introit by Amir Mo’ezzi)
both for practical reasons and, more importantly, because these figures are roundly recognized as the
leading qalandari poets. For examples and discussion of other early qalandari poems, see: Shafi’i-Kadkani,
Qalandariyeh dar târikh, 39-40, 48, 108, 140-141, 263ff; de Bruĳn, “Anvari and the Ghazal,” 23-27.
24. It is important to point out that during this period ethnic-Persian courtiers and intellectuals played critical
roles in the development of Arabic literature/poetry (e.g., Ibn Moqaffa’, Abu Nowâs, Bashshâr ibn Bord)
and the systematization of its grammar (e.g., Sibawayh). However, their literary production was almost
entirely in the prestige language of Arabic.
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dahishn) were still read, copied, and translated. It was not, however, until the rise of the Persian Islamicate kingdoms of the Tahirids, Ziyarids, Buyids, Saffarids, Samanids, and Ghaznavids in the late ninth and tenth centuries that New Persian would again become a language
of high culture and court poetry.25
The rebirth of Persian poetry in this period necessitated the creation of a new terminological apparatus. Although Persian poetry had a long history that predated this period, medieval Persian litterateurs almost exclusively employed terms drawn from the ascendent Arabic tradition to organize and systematize the budding New Persian poetic system.26 Whether
this was the result of Arabic’s cultural prestige in this period or because Persian litterateurs
believed Persian poetry to be rooted in the Arabic system (as de Bruijn argues), the result was
that early Persian poetry was largely built on Arabic models and articulated through its “systematic poetics.”27 This would have far-reaching effects, especially for the ways in which Per-

25. This paragraph is largely a summary of the following two studies: de Bruĳn, “Arabic Influences on Persian
Literature”; Perry, “The Origin and Development of Literary Persian.”
26. This is not to suggest that the process of adapting the Arabic system for New Persian poetry was completely
unidirectional. We know from studies of the differences between the Persian and Arabic metric systems and
the existence of Persian poetic genres such as the masnavi and robâ’i (which have no immediate parallel in
the Arabic poetic system) that the New Persian genre system is to a certain extant a composite structure that
is indebted to both a Pre-Islamic Persian poetic system and the classical Arabic poetic system. Indigenous
Persian forms (e.g., robâ’i, masnavi), meters (e.g., motaqareb), and poetic features (e.g., poetic refrain/
radif) shaped this new Perso-Arabic system in critical ways. And other indigenous Persian poetic traditions,
such as, for example, wine poetry (see Yarshater article cited in footnote 19, chapter 1), may have also
influenced both New Persian and even Arabic poetry. Moreover, there also existed a range of poetic
terms—such as tarâneh (MP tarânak) (anacreontic lyric/song), chakâmeh/châmeh (MP chakâmak/
chagâmag) (love lyric), fahlaviyât (folk song), sorud (MP srōd) (royal hymn), and gusân (minstrel)—in
both Middle Persian and New Persian that continued to be be utilized in both the poetry and poetic treatises
of the tenth-thirteenth centuries (although their precise meanings are sometimes unclear). The debates over
the origins of specific Persian poetic forms and meters are quite complicated and rehashing them in detail is
not within the scope of the present study. For more on these debates over the origin and development of the
Persian genre and metric system and individual genres, please see: Khâleghi-Motlagh, “Pirâmun-e Vazn-e
Shâh-Nâmeh”; Boyce, Some Remarks on the Transmission of the Kayanian Heroic Cycle; Boyce,
“Zariadres and Zarēr”; Boyce, “The Pārthīān Gōsān and the Iranian Minstrel Tradition”; Elwell-Sutton,
“The “Rubā’ī” in Early Persian Literature”; Elwell-Sutton, The Persian Metres, 67-69, 168-185, 243-245;
Elwell-Sutton, “‘Arūz”; Skjærvø, “Hymnic Composition in the Avesta”; Utas, “Arabic and Iranian
Elements in New Persian Prosody”; Lewis, “Reading, Writing and Recitation”; Davis, “The Problem of
Ferdowsī’s Sources,” 54-56; Davidson, Comparative Literature and Classical Persian Poetics, 10-28;
Davidson, Poet and Hero in the Persian Book of Kings, 68-82; Lazard, “Prosody i. Middle Persian”; Lewis,
“The Transformation of the Persian Ghazal”; Utas, “Prosody: Meter and Rhyme”. For the argument for an
Arabic origin of the robâ’i, see: Seidensticker, “An Arabic Origin of the Persian Rubā’ī?”
27. It is likely that the decision of early Persian litteraturs to adopt the Arabic system was just the natural result
of the near hegemonic position of Arabic high culture at the time of the rebirth of New Persian poetry. The
Arabic poetic system was at its height and it possessed both a well-developed terminological apparatus and
metric system (Khalilian). Moreover, Persian poets themselves were frequently not only prodigious
students of earlier Persian poetry, but also composed poetry in Arabic and read with considerable interest
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sian poetry was discussed and categorized.
As the work of Earl Miner has demonstrated, poetic and critical systems tend to develop in response to an “esteemed” or dominant genre which provides the basis for the
organization of its “systematic poetics.”28 In the Arabic tradition, this role was played by the
classical polythematic qasideh—undoubtedly the “esteemed genre” of early Arabic poetry.
Since the traditional Arabic qasideh was a composite structure that could include panegyric
(madh), amatory (ghazal/taghazzol/tashbīb/nasīb), satiric (hijâ’), invective (hajv), elegiac
(rithâ’/marsīyah), and wisdom (hikma) sections, discussions of poetry in Arabic poetic treatises are often focused on individual thematic units (ma’nâ) (2-6 lines) of much longer polythematic poems. Although formal terms did exist in this poetic system (e.g., qasīdah, qit’a),
poetic content and themes (aghrâd/ma’ânī) traditionally played the dominant role in Arabic
discussions of poetry.29
Later, with some adjustments and additions, Persian litterateurs largely adopted this
system as the foundation of their systematic poetics, employing most of the same thematic
terms—sometimes translated, other times using the original Arabic word—to discuss New
Persian poetry. This is well reflected in both the early Persian poetic treatises and early Persian poetry itself.30 Rashid al-Din Vatvât in Hadâ’eq al-sehr fi daqâ’eq al-she’r (c. 1155) and

the great Arabic poets as well. It would not be surprising then, as Bo Utas argues, that the adoption/
adaptation of the Arabic poetic terminology took “place through an intuitive process, through ear rather
than through analysis of writing and prosodic theory.” J.T.P. de Bruĳn also points to another factor:
namely, he argues, medieval Persian literary critics seem to be “convinced that Persian poetry was entirely
based on Arabic models” and that their traditions were “connected by an unbroken line of tradition.” See:
de Bruĳn, “Arabic Influences on Persian Literature,” 372, 375-377; Utas, “Prosody: Meter and Rhyme,”
105; van Gelder, “Traditional Literary Theory,” 123.
28. See the following studies of Miner for more on the concept of “esteemed genre” and “systematic poetics”:
Miner, “On the Genesis and Development of Literary Systems: Part I”; Earl Miner, “On the Genesis and
Development of Literary Systems: Part II.” Despite Miner’s misconceptions about Arabic and Persian
poetics—he claims in a footnote that “[n]either Arabic nor Persian literature has an originative poetics per
se”—his theory of a literary tradition’s “systematic poetics” developing in response to an “esteemed genre”
is actually quite useful for the study of Persian and Arabic poetics. See: Miner, Comparative Poetics, 82 n1.
29. Lewis, “Reading, Writing and Recitation,” 23-24; van Gelder, “Some Brave Attempts at Generic
Classification in Premodern Arabic Literature,” 18-20; Meisami, Structure and Meaning, 27-30; Gruendler,
“Motif vs. Genre.”
30. I have provided a detailed overview of all the major early sources in Appendix II.
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Shams-e Qays in al-Mo’jam, for example, discuss Persian poetry as composed of panegyric
(madh/madih/âfarin), amatory verse (ghazal/tashbib/nasib), satire/invective (hejâ/hajv/
nafrin), elegy (marsiyeh/marsiyat), thanksgiving (shokr), wisdom (hekmat), and complaint
(shekâyat).31 Lewis and Shamisâ, in their studies of thematic terms that appear in the earliest
Persian poetry of the tenth-twelfth centuries, provide examples of poets themselves using the
following thematic terms to describe their poetry: madh/madih/medhat/sanâ/she’r-e shâhân
(panegyric), hejâ/hazl (satire, invective), ghazal/asheqâneh she’r (love),32 spiritual (tahqiq/
tâmât), homiletic (va’z/mow’ezeh), pand (advice), war, and ascetic (zohd) poetry.33 Several

31. Vatvât, Divân-e Rashid al-Din Vatvât Saʻid bâ ketâb-e hadâ’eq al-sehr fi daqâ’eq al-sheʻr (ed. Nafisi),
655-658, 687, 698-701, 705; Qays al-Râzi, al-Mo’jam, 226. Please also see Appendix II for a detailed
overview of the sources for this section and the thematic terms that they employ in their works.
32. Note, sometimes the term “ghazal” in these poems seems to refer to an independent love poem and other
times to the amatory introit of a qasideh. The topic of the development of the ghazal (lyric poem) is the
focus of Lewis’ larger study. He maintains that in the earliest period “[i]n most of these examples it is clear
that the word ġazal, like taġazzol and tašbib, designates a lyrical passage usually amatory in mood or
topoi.” Other times, however, the poet seems to have an independent poem in mind when utilizing the term
ghazal (or its close relatives). See: Lewis, “Reading, Writing and Recitation,” 53-60.
33. Specifically, Lewis examines the poetry of Daqiqi, Shahid-e Balkhi, Rudaki, Mohammad ben Vasif,
Gorgâni, Farrokhi, ‘Onsori, Labibi, ‘Am’aq-e Bokhârâ’i, Mas’ud-e Sa’d Salmân, Abu al-Faraj Runi, ‘Abd
al-Vâse’ Jabali. See: Lewis, “Reading, Writing and Recitation,” 49-60; Lewis, “The Transformation of the
Persian Ghazal,” 129-33. Both Lewis and Shamisâ have drawn our attention to a fascinating qet’a by
Khâqâni (d. ca. 1186-1199) in which he derides the great Ghaznavid poet, ‘Onsori (d. ca. 1038-1040) for
only composing “in one style”—i.e., panegyrics (madh) with amatory introits (ghazal)—while he, as he
implies later in the poem, also composes spiritual (tahqiq), homiletic (va’z), and ascetic (zohd) poetry.
Lewis also discusses this poem: Lewis, “The Transformation of the Persian Ghazal,” 135. Persian text is
below:
ﻏﺰلﮔﻮ ﺷﺪ و ﻣﺪحﺧﻮان ﻋﻨﺼﺮی
ﺑﻪ ﻣﻌﺸﻮق ﻧﯿﮑﻮ و ﻣﻤﺪوح ﻧﯿﮏ
ﻧﮑﺮدی ز ﻃﺒﻊ اﻣﺘﺤﺎن ﻋﻨﺼﺮی
ﺟﺰ از ﻃﺮز ﻣﺪح و ﻃﺮاز ﻏﺰل
ﺑﻪ ﻣﺪح و ﻏﺰل درﻓﺸﺎن ﻋﻨﺼﺮی
ﺷﻨﺎﺳﻨﺪ اﻓﺎﺿﻞ ﮐﻪ ﭼﻮن ﻣﻦ ﻧﺒﻮد
ﻧﮑﺮدی ﺑﻪ ﺳﺤﺮ ﺑﯿﺎن ﻋﻨﺼﺮی
ﮐﻪ اﯾﻦ ﺳﺤﺮ ﮐﺎری ﮐﻪ ﻣﻦ ﻣﯽﮐﻨﻢ
ﻫﻤﺎن ﺷﯿﻮهٔ ﺑﺎﺳﺘﺎن ﻋﻨﺼﺮی
ﻣﺮا ﺷﯿﻮهٔ ﺧﺎص و ﺗﺎزه اﺳﺖ و داﺷﺖ
ﺑﻪ ﯾﮏ ﺷﯿﻮه ﺷﺪ داﺳﺘﺎن ﻋﻨﺼﺮی
ز ده ﺷﯿﻮه ﮐﺎن ﺣﻠﯿﺖ ﺷﺎﻋﺮی اﺳﺖ
ﮐﻪ ﺣﺮﻓﯽ ﻧﺪاﻧﺴﺖ از آن ﻋﻨﺼﺮی
ﻧﻪ ﺗﺤﻘﯿﻖ ﮔﻔﺖ و ﻧﻪ وﻋﻆ و ﻧﻪ زﻫﺪ
Persian text taken from: Khâqâni Shervâni, Divân-e Khâqâni Shervâni (ed. Sajjâdi), 926-27.
Shamisâ also points to a couple of other relevant examples from the poetry of the twelfth-thirteenth
centuries. The first piece he points to is a moqatta’eh by Anvari (d. 1189) in which he repeatedly juxtaposes
the terms madh (panegyric), hazl (satire/invective), and ghazal (love) in such a way that it seems clear that
he understood the term “ghazal” here in a thematic (rather than formal) manner. Persian text is below
(Anvari, Divân-e Anvari (ed. Rezavi), 694-95):
ﮔﻔﺘﻢ از ﻣﺪح و ﻫﺠﺎ دﺳﺖ ﺑﯿﻔﺸﺎﻧﺪم ﻫﻢ
دی ﻣﺮا ﻋﺎﺷﻘﮑﯽ ﮔﻔﺖ ﻏﺰل ﻣﯽﮔﻮﯾﯽ
ﮔﻔﺖ ﭼﻮن ﮔﻔﺘﻤﺶ آن ﺣﺎﻟﺖ ﮔﻤﺮاﻫﯽ رﻓﺖ ﺣﺎﻟﺖ رﻓﺘﻪ دﮔﺮ ﺑﺎز ﻧﯿﺎﯾﺪ ز ﻋﺪم
ﮐﻪ ﻣﺮا ﺷﻬﻮت و ﺣﺮص و ﻏﻀﺒﯽ ﺑﻮد ﺑﻬﻢ
ﻏﺰل و ﻣﺪح و ﻫﺠﺎ ﻫﺮﺳﻪ ﺑﺪان ﻣﯽﮔﻔﺘﻢ
...
ﺑﺲ ﮐﻪ ﺑﺎ ﻧﻔﺲ ﺟﻔﺎ ﮐﺮدم و ﺑﺎ ﻋﻘﻞ ﺳﺘﻢ
ﻏﺰل و ﻣﺪح و ﻫﺠﺎ ﮔﻮﯾﻢ ﯾﺎرب زﻧﻬﺎر
Shamisâ’s second example is from the fifth chapter of Sa’di’s (d. 1289) famous work, Bustân, where he
likewise mentions a number of different thematic “styles” (shiveh):
For his thoughts are eloquent and his opinions exalted
in these religious (zohd), spiritual (tâmât), and advice (pand) genres (shiveh)
[But] not so in [genres treating] maces, clubs, and war implements [i.e., epic]
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scholars have also pointed to the remark by the twelfth-century poet, Khâqâni, that there are
“ten [thematic] styles” (dah shiveh) of poetry (and he explicitly mentions religious-homiletic/
va’z/zohd and spiritual/tahqiq in the same poem), which suggests systematic thinking about
thematic categorization at this time.34 The combined wealth of thematic terms recoverable
from both the poetry and poetic manual literature leads Lewis to argue that these early Persian poets “categorized” and “conceive[d] of their poems primarily in terms of mood and
topoi rather than formal structure.”35
The list above, however, is still only a partial one. Persian poets and litterateurs did
not just limit themselves to these more well-known thematic terms (which we might provisionally designate as “primary thematic categories”). The list grows even longer if we immerse
ourselves in the manuscript tradition and non-classical sources for the study of poetry (e.g.,
poetic anthologies, discussions of poetry in works such as the Qâbus-Nâmeh or Chahâr-

for the perfection of this style is for others
در اﯾﻦ ﺷﯿﻮهٔ زﻫﺪ و ﻃﺎﻣﺎت و ﭘﻨﺪ
ﮐﻪ ﻓﮑﺮش ﺑﻠﯿﻎ اﺳﺖ و راﯾﺶ ﺑﻠﻨﺪ
ﮐﻪ آن ﺷﯿﻮه ﺧﺘﻢ اﺳﺖ ﺑﺮ دﯾﮕﺮان
ﻧﻪ در ﺧﺸﺖ و ﮐﻮﭘﺎل و ﮔﺮز ﮔﺮان
Persian text taken from: Sa’di, Kolliyât-e Sa’di (ed. Khorramshâhi), 285.
As with the example above from Khâqâni, in these lines Sa’di delineates a number of thematic “styles”
(shiveh) in which a poet could write. Finally, there is the example of the following poem by Zahir-e Fâryâbi
(d. 598/1202):
Among poetry, the ghazal genre is the most pleasing,
yet it is also not a good/product that one can build a foundation on
ﺑﻀﺎﻋﺘﯽ ﮐﻪ ﺗﻮان ﺳﺎﺧﺘﻦ ﺑﺮ آن ﺑﻨﯿﺎد
ز ﺷﻌﺮ ﺟﻨﺲ ﻏﺰل ﺧﻮشﺗﺮ اﺳﺖ و آن ﻫﻢ ﻧﯿﺴﺖ
Persian text from: Shamisâ, Anvâ’-e adabi, 56.
Although both Lewis and Shamisâ point to this poem as an example of the term “ghazal” denoting a formal
term (which I agree it could be), I am not sure why it necessarily has to be read as a formal term in this
context (Shamisâ, Anvâ’-e adabi, 56; Lewis, “Reading, Writing and Recitation,” 135-36; Lewis, “The
Transformation of the Persian Ghazal,” 135-36). It is clear in the poem that Zahir understands the ghazal as
a genre (jens), but whether this jens is defined primarily in formal or thematic terms is not clear to me.
Lewis too perceives this ambiguity—stating in passing that “the older thematic contrast between panegyric
(madh) and ghazal is not far from mind” here—but in the end he believes that Zahir is likely employing this
term in its new formal sense in reference to performance contexts (Lewis, “The Transformation of the
Persian Ghazal,” 135-36).
34. Even Bo Utas maintains that this indicates that “there must have been some idea of a fixed system of poetic
themes at that time” (Utas, “‘Genres’ in Persian Literature 900-1900,” 210-11). Also, Shamisâ relates—and
seemingly agrees with—Ziyâ al-Din Sajjâdi’s interpretation of this verse that these ten “styles” are as
follows: “nasib va tashbib, mofâkhereh, hamâseh, madh, resâ, hejâ, e’tezâr, shekvâ, vasf, hekmat va
akhlâq” (Shamisâ, Anvâ’-e adabi, 55). While I would agree that many of these are possible candidates for
these “ten styles,” I think that the three thematic categories that Khâqâni himself mentions in the very next
line—namely, spiritual (tahqiq), homiletic (va’z), and ascetic poetry (zohd)—also need to be included in
this list of ten styles (whether as one category or more than one I am not entirely sure).
35. Lewis, “Reading, Writing and Recitation,” 49-60; Lewis, “The Transformation of the Persian Ghazal,”
129-33.
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Maqâleh). A wide array of additional “secondary thematic categories” begins showing up,
such as poetry on seasons (winter/zemestâni, spring/bahâri, summer/tâbestâni, fall/khazâni),
old age (piri), flowers/greenery (and other natural phenomena), celestial/weather phenomena,
hunting, descriptions of geographic areas and trade youth, blame (malâmat), and a wide
range of highly specific sub-categories related to love themes.36 The sheer number and variety
is dizzying. While I cannot delve into all these in detail here, I do want to highlight the wide
range of these terms because it shows that Persian litterateurs were thinking about and categorizing poetry in ways that were far more complex than both the normative and idealized
framework of poetic genres and thematic categories presented in most Persian poetic manuals
and the form-centric modern studies of genre.37 If we are going to sketch a “historical systematics” of the Persian poetic system as Jauss urges us, we need to go beyond both of these
reductionistic impulses and study alternative historical sources and Persian poetry itself in order to develop a more comprehensive understanding of the historical development of the Persian poetic system.

36. See Appendix II for a detailed review of the works in which these terms are utilized.
37. In Persian literary scholarship, the confusion and ambiguity about these thematic types of poetry seems to
have its origin in this gap that exists between (1) a normative and idealized theoretical framework of genres
and poetic terms (reflected in poetic manuals and treatises), and (2) dynamic poetic practice and historical
descriptions of it. The authors of the former are bound by conventions particular to the genre in which they
write and constantly pressured by the weight of the classical tradition to reproduce its systemic poetics. The
poets and other litterateurs writing outside of the confines of the poetic treatise genre, however, are more at
liberty to negotiate with the classical system and develop it in new ways that are related to, but not fully
captured by, the tradition’s systemic poetics. Despite the best efforts of proponents of classical models,
poets are constantly transforming their received literary tradition through their responses to past poets and
dominant genres and even unconsciously through their own idiosyncratic stylistic tics. Extra-poetic factors
also play an important too: the formal and thematic proclivities of individual patrons and their courtiers, the
rise of new sites of patronage (e.g., Sufi lodges), and more general (though difficult to quantify)
transformations in cultural/aesthetic zeitgeists have all effected important changes in literary systems. This
is certainly true in the case of Persian poetry. In practical terms, this means that the authors of poetic
manuals did not always faithfully reflect in their works the proliferation of new thematic types of poetry
that fell outside of the classical system. Although modern Persian literary studies has not completely
ignored these historical transformations, it does distinctly favor the idealized classical framework presented
in the poetic manual tradition for discussing, analyzing, and categorizing poetry. The problem with this
approach is that it implicitly delegitimizes poetic types that are not part of its terminological apparatus as
potential categories of generic analysis (e.g., habsiyât, khamriyât, bahâri, qalandariyât) and focuses
scholarly attention in ways that obscures a much more historically variegated poetic system.
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The Play of Form and Theme, or When Poetic “Themes” (Ma’âni) Become “Types”
(Anvâ’) of Poetry
Reflecting on the state of genre studies in Persian and Arabic literature, Julie Scott
Meisami recently remarked that the genre systems of Arabic and Persian poetry are better
conceptualized as “expressive-affective” systems rather than a formal-prosodic ones.38 She
maintains that:
[f]or Persian (as for Arabic) writers, “genres” (variously termed aghrâz “purposes”, anvâ “types”, fonun “arts”, and so on, and discussed chiefly with reference to poetry) are content-oriented, and consist of such categories as praise
(madh), invective (hajv), elegy (marthiya), utterances on love (taghazzol, tashbib), description (wasf), reproach (etâb), apology (e’tedhâr), and so on. These
generic categories cut across the formal prosodic categories of poetry (qaside,
ghazal, mathnavi, etc.), and are relevant to prose as well.39
Meisami’s final point here is important: these thematic categories do not map precisely onto
the formal-prosodic ones. They are, as Meisami says elsewhere, “characteristic of each [formal] genre but are not necessarily [formal] genre-specific.”40 This flexibility is both a virtue
and curse. It is undoubtedly one of the contributing factors to the dynamism of the Persian
and Arabic poetic systems. However, it does considerably complicate discussions of “genre”
in these traditions. Indeed, much of the “confusion” that Shafi’i-Kadkani alludes to in genre
studies in the Persian tradition ultimately goes back to this point of form vs. theme in one
way or another.
Scholars have dealt with this problem in different ways. Many scholars, as discussed
previously, have privileged the analytical lens of the classical poetic forms with the concomitant relegation of thematic types to second-class generic status. Others, like the Arabist Beat-

38. For more on this general point, see: Lewis, “Reading, Writing and Recitation,” 35-69; van Gelder, “Some
Brave Attempts at Generic Classification in Premodern Arabic Literature,” 20-22; Meisami, Structure and
Meaning, 26-30; Gruendler, “Motif vs. Genre”; Lewis, “The Transformation of the Persian Ghazal,”
125-131, 135; Meisami, “Genres of Court Literature,” 234-35; Lewis, “Sincerely Flattering Panegyrics,”
226-27.
39. Meisami, “Genres of Court Literature,” 234.
40. Meisami, Structure and Meaning, 30. For example, in the Persian tradition, the ghazal is most frequently
employed for the writing of love lyrics while the qasideh is generally more closely associated with poetry
of the panegyric and didactic variety. However, it is also possible (although not nearly as common) to have
panegyric ghazals.
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rice Gruendler, for example, have argued instead that the traditional poetic themes or “motifs” (ma’nâ) (e.g., panegyric/madh, amatory/ghazal) are historically speaking the most
accurate basis of poetic organization. In an aptly titled recent study “Motif vs. Genre: Reflections on the Diwân al-Ma’âni of Abu Hilâl al-‘Askari,” she makes this point forcefully:
To summarize briefly, the five modes of arrangement listed above...show the
unit of the motif as connecting widely divergent ideas of love and assembling
a maximum of poetic realizations of these across periods and styles. This
breadth could never be accomplished by remaining with the confines of one
poetic genre, and it proves the poetic motif to be the more comprehensive
organizing principle.41
Gruendler may indeed be correct that poetic themes (ma’âni) are the “more comprehensive organizing principle” for Arabic and Persian poetry, but, as she herself mentions in
the same essay, categorizing Arabic poetry on the basis of these thematic categories is only
one of a number of ways Arabic litterateurs organized and discussed their poetry. There was
also the practice that developed especially in the mohdath (late Umayyad-‘Abbasid) period of
writing and categorizing poetry into monothematic types or, as Gruendler terms them,
“unithematic genres.”42 Despite some recent claims to the contrary, these thematic genres are
well-attested in medieval Arabic sources.43 Beginning at least in the tenth century (if not ear-

41. Gruendler, “Motif vs. Genre,” 76.
42. Heinrichs, “Literary Theory,” 25, 36, 42-43; Badawi, “From Primary to Secondary Qasīdas,” 13-31;
Badawi, “‘Abbasid Poetry and Its Antecedents”; Hamori, “Zuhdiyyāt”; Harb, “Khamriyyāt”; Schoeler,
“Bashshār B. Burd, Abū ‘l-’Atahiyah, and Abū Nuwās”; Smith, “Hunting Poetry (Tardiyāt)”; Meisami,
“Arabic Mujūn Poetry”; Kennedy, The Wine Song in Classical Arabic Poetry; van Gelder, “Some Brave
Attempts at Generic Classification in Premodern Arabic Literature,” 22; Meisami, Structure and Meaning,
30-45; Gruendler, “Motif vs. Genre,” 58; Bencheikh, “K̲h̲amriyya”; Kennedy, “Zuhdiyya.” The
proliferation of thematic sub-genres (e.g., khamrīyât, tardīyât, zohdīyât, mojunīyât) is usually traced back
to the Arabic mohdathun poets of the ‘Abbasid period, but several scholars have pointed out that the
mohdathun were actually building on some earlier Arabic poets’ work on these same themes. Hamori
(266-267) and Schoeler (287) note, for example, that the prison poems of the ‘Adī b. Zayd (d. ca. 600 CE)
can be considered as a precursor of the later zohdīyât and may be indebted to the homiletic tradition of the
Eastern Church. Kennedy (2013) and Schoeler (287) also add that the “pious/didactic” poetry of Sâbik alBarbarī and Sâlih b. ‘Abd al-Qoddus is an important forerunner of the classical zohdīyat poetry of the
‘Abbasid period poets (especially, Abu al-‘Atâhīyah). Moreover, on the topic of ghazal and khamrīyât,
Meisami (443, n22), Schoeler (280-286, 291, 296-297), Benecheikh, and Badawi (1980: 13-18; 1990:
152-164) also note that there are other parallels in the ‘Odhrī and Hejâzī love poetry and the wine/libertine
poetry of al-Walid ibn Yazīd, ‘Adī b. Zayd, al-Ash’a Maymun, Abu Mihjân al-Thaqafī, al-Oqayshīr alAsadī, Wâlibah b. al-Hobâb, and Abu Dulâmah, amongst others.
43. There is a mistaken notion in some contemporary Arabic and Persian literary scholarship that the thematic
genre terms such as khamriyât and qalandariyât are an invention of modern literary critics and have no
historical basis in medieval Arabic poetry. This assertion is patently false. J.E. Bencheikh, Douglass Young,
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lier), Arabic litterateurs began organizing the diwâns of several famous mohdath poets (including, Abu Nowâs, Abu Tammâm, Ibn al-Mo’tazz, al-Bohtorī) on the basis of thematic
types of poetry, including ghazalīyât (love), zohdīyât (ascetic), khamrīyât/sharâb (wine),
tardīyât (hunting), madīh (panegyric), hijâ/dhamm (invective), marthīyât/ta’zīya (elegy), mojunīyât (licentious), awsâf (description), fakhr (self-praise), ‘itâb wa dhamm al-zamân wa
‘istibtâ’ (blame, reproach of the age), and “al-hikam wa al-adab wa al-mawâ’iz” (wisdom,
comportment, homiletic).44
The emergence of these monothematic poetic types marked an important transformation in the classical Arabic poetic system, as the scholarship of Kennedy, Hamori, and Meisami has shown. They register a moment in Arabic poetry when poets took individual themes
(ma’nâ) from the repertoire of the classical polythematic qasideh and developed them into
monothematic poetic types that no longer fit neatly in the traditional framework of Arabic poetics. Even if in terms of form poems grouped in these new categories were variegated and
ambiguous at times, their authors and divân editors understood these poems as a new type of
poetry, which necessitated a new terminological apparatus and organizational logic that went
beyond the classical Arabic systematic poetics.
This was an important historical inflection point in the development of the Arabic poetic system, and the Persian tradition saw an analogous transformation as well. After an initial period of approximately two hundred years in which the classical polythematic Persian
qasideh was the poetic dominant (or at least this is what the extant evidence indicates), begin-

and Ashk Dahlén advance this claim in their studies, and it likely originates in Bencheikh’s otherwise
excellent and important study. See: Dahlén, “The Holy Fool in Medieval Islam,” 71; Young, “Wine and
Genre,” 91; Bencheikh, “K̲h̲amriyya.”
44. Abu Nowâs’ (d. 813) divân was organized into thematic genres by al-Sulī (d. 946) and Hamzah al-Isfahânī
(d. ca. 970); Abu Tammâm’s (d. 845) divân was organized thematically by Hamzah al-Isfahânī; Ibn alMo’tazz’s (d. 908) divân was organized thematically by al-Sulī; and Safī al-Dīn al-Hillī (d. 1349) and alBohtorī’s (d. 897) divâns were also organized into thematic genres. Some of these thematic genres also are
mentioned in the poetic manuals Naqd al-Shi’r by Qodamâ’ b. Ja’far (d. ca. 932) and al-‘Omdah by Ibn
Rashīq (d. ca. 1065). For more details on thematic divan organization in the Arabic tradition, please see the
following studies (especially, Schoeler): Schoeler, “Die Einteilung der Dichtung bei den Arabern,” 35-53;
Kennedy, The Wine Song in Classical Arabic Poetry, 4-5; van Gelder, “Some Brave Attempts at Generic
Classification in Premodern Arabic Literature,” 22; Kennedy, “Zuhdiyya.” And see following study by
Wagner for list of traditional content genres in Abbasid Arabic divâns: Wagner, Die Überlieferung des Abū
Nuwās-Dīwān und seine Handschriften.
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ning at some point near the time of Sanâ’i there was a rapid proliferation of different types of
shorter, largely monothematic poems.45 As in the Arabic tradition (from which it drew heavily), the development of a wider range of monothematic poetic types out of the classical polythematic qasideh is reflected in the terminology Persian litterateurs used to discuss and categorize their poetry. So, for example, in addition to the standard discussions of poetic themes
(ma’nâ) and forms (qasideh, ghazal, robâ’i, do beyti, qet’eh, and masnavi), early Persian authors discuss poems as being members of different thematic groupings as well46—including
elegies (marsiyeh, pl. marâsi),47 panegyrics (madhi/madâ’eh),48 satires (hazliyât),49 invectives
(ahâji),50 prison poetry (habsiyât),51 religious-homiletic poetry (zohd/zohdiyât/mow’ezeh/
va’z),52 praise of the prophet (na’t),53 winter (zemestâni), spring (bahâri), summer (tâbestâni),
fall (khazâni) poems,54 and poems on the virtues of the house of prophet/his imams
(manâqeb), God’s unity (towhid), wisdom (hekmat), and “serious matters” (jedd)55—and also
add adjectives to forms of poetry to specify their thematic focus, such as “qasideh-ye madhi”
(panegyric qasideh),56 “qasideh-ye tahayyoti” (greeting qasideh),57 “qasideh-ye towhid” (di-

45. Shams-e Qays, in his brief definition of the ghazal, describes it as monothematic in focus and “shortened”
(maqsur)—that is, presumably, “shortened” or “cut-off” in comparison to the longer and frequently
polythematic qasideh. Shams-e Qays comment here may be the first evidence in the poetic treatise tradition
for the development shorter, monothematic forms of poetry. See: Qays al-Râzi, al-Mo’jam, 226, 418-419.
46. See Appendix II for a full discussion, but I will mention that I have included citations here both from works
where it is clear the author is referring to a particular group of poems by using the Arabic genre marker īyât or a thematic adjective with a poetic form, or where the author introduces their discussion with phrases
such as “most of their poems are on [insert theme],” indicating that they see the unit of the poem as being
primarily “on” a particular topic.
47. Jâjarmi, Mo’nes al-ahrâr (jeld-e avval); Vatvât, Divân-e Rashid al-Din Vatvât Saʻid bâ ketâb-e hadâ’eq alsehr fi daqâ’eq al-sheʻr (ed. Nafisi), 648; Jâjarmi, Mo’nes al-ahrâr (jeld-e dovvum); Qays al-Râzi, alMo’jam, 223, 411; ‘Owfi, Lobâb al-albâb, 415-18; Tâj al-Halâvi, Daqâ’eq al-she’r, 81-82.
48. Kaykâvus ebn Voshmgir, Qâbus-Nâmeh, 191; ‘Aruzi Samarqandi, Chahâr maqâleh va ta’liqât, 104-105,
127; Qays al-Râzi, al-Mo’jam, 367-368, 413; Fakhri Esfahâni, Me’yâr-e Jamâli, 142; Ansâri, Kanz alFawâ’ed, 11.
49. Jâjarmi, Mo’nes al-ahrâr (jeld-e avval); Jâjarmi, Mo’nes al-ahrâr (jeld-e dovvum); ‘Owfi, Lobâb al-albâb,
555; Tâj al-Halâvi, Daqâ’eq al-she’r, 75.
50. Jâjarmi, Mo’nes al-ahrâr (jeld-e avval); Jâjarmi, Mo’nes al-ahrâr (jeld-e dovvum).
51. ‘Aruzi Samarqandi, Chahâr maqâleh va ta’liqât, 150; Tâj al-Halâvi, Daqâ’eq al-she’r, 95. Vatvât also
refers to Mas’ud Sa’d Salmân’s habsiyât but does not actually use this term (Vatvât, Divân-e Rashid al-Din
Vatvât Saʻid bâ ketâb-e hadâ’eq al-sehr fi daqâ’eq al-sheʻr (ed. Nafisi), 702). Nevertheless, it is clear that
he views them as a thematic type of poetry.
52. ‘Owfi, Lobâb al-albâb, 415-18.
53. ‘Owfi, Lobâb al-albâb, 573.
54. Kaykâvus ebn Voshmgir, Qâbus-Nâmeh, 195.
55. ‘Owfi, Lobâb al-albâb, 415-418, 573, 685.
56. Qays al-Râzi, al-Mo’jam, 411.
57. Ansâri, Kanz al-Fawâ’ed, 1.
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vine unity qasideh),58 “qasideh-ye rabi’i” (spring qasideh, presumably like bahâriyeh
qasidehs),59 and “qasideh-ye mofâkherati” (self-praise qasideh).60
The imperative to classify poems by thematic type is even more convincingly seen in
many of the very earliest Persian divan manuscripts. Although the common modern editorial
practice of ordering poems by form and alphabetically therein (according to end rhyme) is
considered by some to faithfully reflect medieval practice, this organizational logic actually
only dates to somewhere around the sixteenth century.61 Prior to this, as Nizar Ahmad and
J.T.P de Bruĳn have shown, Persian editors typically organized poems in divan manuscripts
on the basis of poetic theme.62 De Bruĳn’s conclusion from his research on the early manuscripts of Sanâ’i’s divan is instructive and likely applicable more broadly:
The contents of the older, non-alphabetical collections have often been described as being without any noticeable order at all, because the division of the
poems according to their prosodic forms appears not to have been carried out
systematically either. The sole categories of this nature which are clearly defined in these manuscripts are those of the rubā’īyāt and the muqatta’āt, but
even poems of these two prosodic forms are frequently placed among poems
of the prosodically undifferentiated groups. Nonetheless, there are several indications that the editors of these collections actually made efforts to establish
an order of some kind. This, however, was not based on prosody but on the
genres and the contents of the poems. The latter principle was borrowed by the

58. ‘Owfi, Lobâb al-albâb, 550, 669, 736.
59. ‘Owfi, Lobâb al-albâb, 59.
60. ‘Owfi, Lobâb al-albâb, 84-85. For a full overview of these terms and the sources they appear in, see
Appendix II.
61. Utas is incorrect when he states that divâns have been organized by form and alphabetically within each
formal division since the earliest manuscripts (Utas, “‘Genres’ in Persian Literature 900-1900,” 212). Lewis
also points out that in Turkish areas poetry in Rumi’s divân is also sometimes organized by meter (Franklin
D. Lewis, Rumi, 295).
62. Elwell-Sutton remarks in passing (without citing any studies or manuscripts) that it has been the practice of
Persian literati since the thirteenth century to organize divâns by formal genres (e.g., qasideh, ghazal,
robâ’iyat) and then alphabetically (by the last letter of the end-rhyme) within these formal divisions. (He
does, however, also mention—again without citing any studies or manuscripts—that “Collected Works”
(kolliyât) sometimes contain thematic divisions—such as madh, zohdiyât/mow’ezeh, marsiyeh,
qalandariyât, hazliyât, khamriyât, among some other formal categories) (Elwell-Sutton, The Persian
Metres, 259-60). I would personally push that date a bit later, at least into the fourteenth or fifteenth
century, and possibly, as De Bruĳn maintains in his case of Sanâ’i’s divân, even to the sixteenth century: “It
appears that the neat alphabetical order of the poems in the modern editions is a comparatively recent
innovation in the transmission of the text. All existing copies of the [i.e., Sanâ’i’s] Dīvān older than the late
sixteenth century are arranged in a non-alphabetical order. The alternative principle of arrangement is, in
some cases, a thematic one, explicitly marked by rubric titles; in other cases no guiding principle can be
noticed at first sight, although it is possible that thematic considerations did play a role in determining the
order of the poems.” See: Ahmad, “Some Original Prose and Poetical Pieces of Hakim Sana’i”; de Bruĳn,
Of Piety and Poetry, 104-108, 110; de Bruĳn, “The Transmission of Early Persian Ghazals,” 27-28; de
Bruĳn, “Arabic Influences on Persian Literature,” 374. Lewis concurs with de Bruĳn’s dating here: Lewis,
Rumi, 295.
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Persian editors of dīvāns from the practices of early Islamic philology as they
are demonstrated in the Arabic dīvāns of the Abbassid poets…It was adhered
to until the end of the 7th/13th century or even longer, as the example of the
tradition of Sanâ’i’s Dīvān shows. The influence of the philological conventions is apparent in a number of elements which the older collections, or at
least some of them, have in common: the presence of prose introductions and
of tables of contents, the division of poems according to a conventional catalogue of [thematic] genres, as well as into an equally conventional number of
sections.63
The thematic categories most commonly seen in Sanâ’i’s manuscripts, according to Ahmad
and de Bruijn, are ones that we are already familiar with: towhid, na’t-e rasul, mow’ezeh/zohdiyât/zohd/hekmat/amsâl, madhiyât/madâ’eh/qasideh-ye madh, marsiyât/marâsi, ghazaliyât,
hajviyât/qasideh-ye hajv, hejâ/ahâji, hazliyât/qasideh-ye hazl, and qalandariyât.64
Ahmad and de Bruijn’s studies of the early manuscript tradition of Sanâ’i’s divan are
the only in-depth analyses of the thematic organization of early divans to date, but other
scholars have noticed similar thematic organizational patterns in other poets’ early divan
manuscripts. Beelaert, for example, mentions in passing that shekâyat-e ruzgar (complaint of
the times) poems are “often” titled as such and “sometimes” are grouped together in older
manuscripts,65 and some of the earliest, non-alphabetically-arranged manuscripts of the divans of both ‘Attâr and ‘Erâqi evince a similar basic concern with thematic organization as
well.66

63. de Bruĳn, Of Piety and Poetry, 103-04. Quote is from 103-104, but see de Bruĳn’s larger discussion of the
organization of early Sanâ’i divâns from pages 93-112, in which he makes this point repeatedly. He also
makes the same point here as well: de Bruĳn, “Arabic Influences on Persian Literature,” 374.
64. Ahmad, “Some Original Prose and Poetical Pieces of Hakim Sana’i”; de Bruĳn, Of Piety and Poetry,
104-08.
65. Beelaert, A Cure for Grieving, 33-34.
66. For example, see the following manuscripts, for example: (1) Majles VIII 2600 (first part copied by Fazl
Allâh Qazvini and dated 688/1289; second part by Hasan Hajj Mohammad and dated 707/1308) and (2)
Süleymaniye Library, Wali al-Din Jâr Allâh’s Collection, Ms. No. 1667/1 (date of composition: ca.
702/1302-731/1331 [according to Mohtasham] and 713/1313 [according to Nafisi]). Although these
manuscripts of ‘Attâr and ‘Erâqi’s divans do not contain the internal thematic headings that are seen in
some of Sanâ’i’s manuscripts, a loose internal thematic division can be seen in the order of the poems. De
Bruĳn has already pointed to a similar phenomenon in some of the of non-alphabetically-arranged
manuscripts of Sanâ’i as well. In the Vel. 2627 manuscript, for example, there is an “fehrest-e anvâ’” (table
of contents); however, there are no thematic divisions within the actual text of the divan (i.e., the poems just
run continuously without any thematic sub-headings). “Still,” de Bruĳn maintains, “the thematical
arrangement of the fihrist can indeed be recognized in the sequence of the poems, even if there is no exact
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The similarities between these works extend to the order of appearance of each thematic category as well. They typically begin with poems in praise of God/Divine Unity
(towhid), Prophet Muhammad (na’t), and his companions (manâqeb), then proceed to religious-homiletic (zohdiyât/mow’ezeh), panegyric (madh), qalandariyât/khamriyât/ghazaliyât,
invective/satire (havjiyât/hazliyât), and elegiac (marsiyât) sections, and conclude with the
formal divisions of moqatta’ât and robâ’iyât. Although each manuscript has its own particularities, there is a general concordance in terms of both the content and order of the thematic
categories in all of these early manuscripts. Thus it is likely representative of a more widespread early editorial practice of organizing divâns on a theme-based schema, drawn in part
at least from mohdath-period Arabic editorial practices.
A similar pattern is followed in other types of thematically arranged collections of
poetry from this early period too. In particular, we know of the following extant works: the
Mokhtâr-Nâmeh of ‘Attâr (d. 1221),67 the Nozhat al-Majâles (c. ca. middle of thirteenth
century) of Jamâl al-Din Khalil Shervâni, the Mo’nes al-Ahrâr (composed 1341) of

agreement” (de Bruĳn, Of Piety and Poetry, 106-07). Ahmad echoes this same point as well in his analysis
of Sanâ’i manuscripts (Ahmad, “Some Original Prose and Poetical Pieces of Hakim Sana’i,” 50). De Bruĳn
provides a detailed layout of the thematic subdivisions that he observes in the Vel. 2627 manuscript (which
is broadly reflected in the MiF 2353 manuscript as well) and argues that the following basic arrangement
“may be regarded as typical of the medieval collections of Sanâ’i’s poetry”:
a. 48 “religious poems” (e.g., towhid, na’t)
b. 58 panegyrics
c. 4 elegies (including, tarkib-band, qasida, moqatta’ât)
d. 55 ghazaliyât and/or qalandariyât
e. 11 panegyrics
f. 38 ghazaliyât and/or qalandariyât
g. 9 panegryics
h. 187 mostly ghazaliyât and some qalandariyât
i. 76 muqatta’ât
j. 250 robâ’iyât
As de Bruĳn notes, it is important to highlight the fact that the thematic groupings of poems appear in a
repeating sequence (with the exception of religious-homiletic poetry, which seem to only occur in the first
section) (de Bruĳn, Of Piety and Poetry, 106-08).
67. ‘Attâr’s work is actually not the first such thematically-arranged collection, although it appears to be the
first such work that is extant in its entirety. We also know of a compilation of robâ’iyât (quatrains) from
various poets produced by Abu Hanifeh ‘Abd al-Karim b. Abi Bakr (c. ca. end of the twelfth century) for
the Seǉuk Mohyi al-Din Mas’ud b. Qılıč Arslan in Ankara. Unfortunately, only selections of this work have
survived, according to Hellmut Ritter, and in any case, the manuscript was not accessible to the author.
Ritter, “Philologika XI. Maulānā Galāladdīn Rūmī und sein Kreis,” 245; Ritter, “Philologika XVI.
Farīduddīn ‘Aṫṫār. IV,” 195. I want to thank Austin O’Malley for drawing my attention to this work.
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Mohammad ebn Badr Jâjarmi, the Kholâsat al-ash’âr fi robâ’iyât (ca. between 1342-3 and
1344-5) of Abu al-Majd Mohammad ben Mas’ud Tabrizi,68 and a couple other smaller
collections of thematically arranged ghazaliyât and roba’iyât by Jalâl al-Din ‘Atiqi and
Kermâni, respectively.69 These works include the thematic categories that we have seen
repeatedly above (e.g., madh, towhid, na’t, hekmat/mow’ezeh, shekâyat, marsiyat/marâsi,
hazliyât, hejâ/ahâji, ghazal/ghazaliyât, qalandariyât, khamriyât/sharâb/sâqi, motâyebat) and
a wide array of other even more specific ones for different sub-categories of amatory verse
and poetry on seasons, candles, old age, instruments, flowers, and natural/celestial
phenomena.70 The sequence of the thematic divisions in these poetic collections is also
broadly consistent with their order in the divan manuscripts, indicating again that this
organizational schema is part of broader approach to classifying poetry that cuts across the
boundaries of form and collection type in the early Persian poetic system.71
Each work varies to some degree in its conception of these categories and ultimately
must be studied historically—like genres themselves—as a product of a particular individual
in a specific time and place. We should not expect uniformity. Nevertheless, the general patterns observed above do show that medieval Persian litterateurs were discussing, writing, and
categorizing poems into different “types” on the basis of their dominant themes as much as
their various forms. Poetic form is never irrelevant—as Meisami says in the quotation that
opens this section, each form is always more closely associated with one thematic type even
if it is not limited to it. But form is decidedly not foregrounded in these sources as the prima68. Contained in: Tabrizi, Safineh-ye Tabriz, 593-612. See also Seyed-Gohrab’s discussion of this collection:
Seyed-Gohrab, “Literary Works in Tabriz’s Treasury,” 124-26.
69. The small collection of “ghazaliyât” are on the topics of “towhid and tâmât” (“Ghazaliyât fi al-towhid va
al-Tâmât”) (Tabrizi, Safineh-ye Tabriz, 440-41) and the collection of robâ’iyât by Kermâni (collected and
organized by Amin al-Din Hajj Bolleh) (Tabrizi, Safineh-ye Tabriz, 581-92) includes the categories of
“towhid,” “separation,” “love,” “sufism,” “Islamic law,” ritual purity (tahârat), “reason and knowledge,”
“travel,” among others.
70. Again, please see Appendix II for a detailed discussion of each work and the thematic categories that it
includes.
71. In addition to the works mentioned in this section and Appendix II, I would also mention that there are
other later works—such as Qazvini’s Tazkereh-ye Mey-Khâneh (which is a collection of sâqi-nâmehs) and
the thematic divâns of poets like Abu Eshâq At’emeh and Nezâm al-Din Mahmud Kâri on the topics of
food and clothes (respectively)—which further illustrate the importance of thematic genres.
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ry criterion for categorization as it often is in contemporary Persian literary studies. The earliest Persian sources, in fact, seem distinctly more concerned with organizing their poetry on
the basis of thematic criteria.
At the same time, it is equally important to emphasize that the thematic categories observed in these works cannot all be understood as denoting individual poetic themes or motifs
in the traditional sense of ma’nâ. In some cases, Persian poets—like their mohdathun Arabic
forerunners—developed the thematic units (ma’nâ) of the polythematic qasideh into coherent, even if formally flexible, thematic “genres” or “types” (anvâ’). There is ample evidence
for these developments scattered throughout the earliest sources, but only rarely are these developments reflected in the systematic poetics presented in the Persian poetic treatise tradition.72 This comparative underrepresentation in the prescriptive poetics literature should not,
however, be interpreted as a sign of their lack of importance; rather, it is a reflection of the
fact that they developed outside of this normative tradition, in the realm of actual poetic practice. Without an anchor in this high literature, they are easier to dismiss as too vague to have
analytical value or relegate to second-class generic status.73 But this would be a mistake. Like
all genres, they are indeed nebulous historical constructs with imperfect and shifting borders
(and therefore difficult to pin down with one-hundred percent certainty), but they are crucial
for understanding the development of Persian poetry—especially in its early, developmental
period (pre-fourteenth century)—and we must come to terms with them as important poetic
forces in this process. The present study, which subjects one of these thematic types of medieval Persian poetry, the “rogue lyrics” (qalandariyât), to detailed analysis, contributes to
this larger research program.74

72. The notable exception here is Kâshefi’s introduction to his later and not particularly well-known poetic
treatise, Badâ’e’ al-afkâr, which I discussed in the chapter introduction.
73. This relative marginality is in my view one of the major reasons that some scholars have questioned the
legitimacy, analytical utility, and even existence of these thematic types. See previously cited studies by
Shafi’i-Kadkani and Utas questioning the utility of these thematic types for poetic analysis.
74. Although not within the scope of the present study, for more on the rogue figure in Arabic literature, see:
Lyons, The Arabian Epic, I:118-127; Heath, “‘Ayyār”; Lyons, Man of Wiles in Popular Arabic Literature.
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III. Historicizing Thematic Genres in Early Persian Poetry:
A Case Study of the Qalandariyât
The “Rogue Lyrics” (Qalandariyât): An Introduction
1

Love, wine, a friend, the dilapidated winehouse (kharâbât), and infidelity (kâferi):
whoever found these, became immune to grief.

2

From the crooked path, they found the way in the direction of the winehouse.
Its infidelity became right guidance and divine unity became infidelity.

3

They abandoned both separation and union.
They left behind power and the way of judgment.

4

They became disgusted with all except love and wine
[and] bound themselves around the waist in service to a beautiful idol.

5

Get up Sanâ’i! Demand wine and a harp:
this is our religion and the Qalandari way!

6

A true man knows his thoughts in each place.
Men that are engaged in the work of love are serious.75
The opening line of the poem sets the stage. The location: the dilapidated winehouse

(kharâbât). The dramatis personae: the friend—the poet’s beloved—and Sanâ’i’s qalandari
poetic persona, the roguish qalandar. The topics: love and infidelity/unbelief (kâferi), and
implicitly, the relationship between the two. The first line acts as an introduction for the poetic world that will occupy Sanâ’i in the remainder of this piece. In a common topos, the movement in the second line is towards the “dilapidated winehouse,” which is the most prototypical of settings for qalandariyât more generally. It is a carnivalesque space located off the
“crooked path” (line 2) in which wine (illicit in Islamic law) flows freely and music and

75. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 653-654 q #289. Persian text:
ﻫﺮ ﮐﺲ ﮐﻪ ﯾﺎﻓﺖ ﺷﺪ ز ﻫﻤﻪ اﻧﺪُﻫﺎن ﺑﺮی
ﮐﻔﺮش ﻫﻤﻪ ﻫُﺪیَ ﺷﺪ و ﺗﻮﺣﯿﺪ ﮐﺎﻓﺮی
ﺑﺮﺧﺎﺳﺖ از ﺗﺼﺮّف و از راه داوری
ﺑﺴﺖ او ﻣﯿﺎن ﺑﻪ ﭘﯿﺶِ ﯾﮑﯽ ﺑﺖ ﺑﻪ ﭼﺎﮐﺮی
اﯾﻨﺴﺖ دﯾﻦ ﻣﺎ و ﻃﺮﯾﻖ ﻗﻠﻨﺪری
ﻣﺮدان ﺑﻪ ﮐﺎر ﻋﺸﻖ ﻧﺒﺎﺷﻨﺪ ﺳﺮْ ﺳﺮی

22

ﻋﺸﻖ و ﺷﺮاب و ﯾﺎر و ﺧﺮاﺑﺎت و ﮐﺎﻓﺮی
از راه ﮐﺞ ﺑﻪ ﺳﻮی ﺧﺮاﺑﺎت راه ﯾﺎﻓﺖ
ﺑُﮕْﺬاﺷﺖ آﻧﭽﻪ ﺑﻮد ﻫﻢ از ﻫِﺠﺮ و ﻫﻢ ز وﺻﻞ
ﺑﯿﺰار ﺷﺪ ز ﻫﺮ ﭼﻪ ﺑﺠﺰ ﻋﺸﻖ و ﺑﺎده ﺑﻮد
ﺑﺮﺧﯿﺰ ای ﺳﻨﺎﯾﯽ ﺑﺎده ﺑﺨﻮاه و ﭼﻨﮓ
ﻣﺮد آن ﺑُﻮَد ﮐﻪ داﻧﺪ ﻫﺮ ﺟﺎی رای ﺧﻮﯾﺶ

drunkenness are the order of the day (line 4-5).76 Here, the logic and norms of medieval Islamic life are so starkly inverted that even “infidelity (kofr) bec[omes] right guidance (hodâ)
and divine unity (towhid) bec[omes] infidelity (kâferi),” as Sanâ’i declaims in line 2. The pilgrims to this unholy shrine are not servants of the one and only God almighty, but rather have
bound themselves in servitude to an idol (line 4) and have forsaken all the concerns that preoccupy normal men and women in this world (line 3-4). As Sanâ’i makes clear in the penultimate line, patrons of the winehouse have their own religion—“[t]his is our religion and the
Qalandari way”—a “way” of life that deliberately positions itself in direct opposition to all
normative modes of piety, social institutions, and comportment.
In other qalandariyât of Sanâ’i, he develops the opposition between these two worlds
to a fever pitch, asserting that he has made his prayer direction (qibla) the winehouse (meykhâneh) of the “friend” and his new Ka’ba (the most holy shrine in Islam), its houses of wine
and gambling (kharâbât, qommâr):
1

Since I made my qibla the winehouse—how can I practice pious
devotion?
Love became king over me—how can I act as king?

2

The Ka’ba of the friend is the dilapidated winehouse (kharâbât)
and putting on the pilgrims’ vestments is gambling.
I have chosen this religion/path—how can I practice pious devotion?77

As he expresses through the rhetorical questions in lines 1 and 2, since he has chosen this “re-

76. While in the cases of all of the poets discussed here this antinomian and transgressive imagery is only
operative at the poetic level (that is, it is not reflective of the poet’s lived experience), it is essential that we
do not use this as a pretext to reduce this poetics of transgression to merely a symbolist poetics that
functions as little more than a complex allegorical code for Sufi esotericism. As I discuss in chapters two
and three, this poetry and its carnivalesque imagery plays a far more complex role than this reductionistic
approach allows. At the generic level, its deliberate parodic inversion of the symbolic worlds of other
thematic genres is part of a broader intergeneric literary game (see chapter two) and, in terms of its
imagery, the “force dynamics” of its carnivalesque metaphoric world models and performs the Sufi ideal of
the self-annihilated lover (see chapter three).
77. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 393-394 q #181. Persian text:
ﻋﺸﻖ ﺑﺮ ﻣﻦ ﭘﺎدﺷﺎ ﺷﺪ ﭘﺎدﺷﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻗﺒﻠﻪ ﭼﻮن ﻣﯿﺨﺎﻧﻪ ﮐﺮدم ﭘﺎرﺳﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻣﻦ ﻫﻤﺎن ﻣﺬﻫﺐ ﮔﺮﻓﺘﻢ ﭘﺎرﺳﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﮐﻌﺒﻪ ﯾﺎرم ﺧﺮاﺑﺎﺗﺴﺖ و اﺣﺮاﻣﺶ ﻗﻤﺎر
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ligion” or “path” (mazhab), he cannot practice “pious devotion” (pârsâ’i) anymore.78 The
“friend” on this path demands that he become a “rascal” (qallâsh) (line 5)—an antinomian
figure like the qalandar who openly flouts such normative modes of piety and social life.
The opposition between the qalandari “religion” and normative modes of Islamic piety is also expressed through its repeated contrastive juxtaposition with asceticism (zohd) and
mainstream Sufi modes of piety. These normative modes of piety and the figures associated
with them (i.e., the “ascetic”/zâhed and the “sufi”) play a particularly central role in qalandari
poetry because they function as the foils for the star character of the qalandariyât: the roguish, antinomian qalandar (and related figures) who proudly proclaims his adherence to the
transgressive religion of the winehouse or, as we saw in the first poem, even infidelity/unbelief (kofr) itself. ‘Attâr has a number of excellent qalandari robâ’is that illustrate this contrast
quite clearly:79
Those days have passed when I used to talk about asceticism;
now I [have] new pains and old dregs.
Yesterday I was a cyprus tree in the courtyard of a religious Sufi hermitage,
and today I have gone to the winehouse as a broken man80
_______
For this pain, that causes nothing save sorrow of the soul,
only the qalandari dregs can provide respite.
Those sincere sighs that arise from the qalandars’ lodge,
none alike are ever emitted in the Sufi hermitage.81
78. For an in depth examination of this poem and the function of its poetic refrain “how can I” (radif) see
chapter three.
79. All of these robâ’i come from the section “On Wine and Qalandari Poetry (khamriyât va qalandariyât)” in
‘Attâr’s collection of robâ’i, Mokhtâr-Nâmeh (which I will discuss more below as well). Most scholars—
including Shafi’i-Kadkani—believe this to be his original arrangement and terminology. Regardless, even if
it is not original to him, it still indicates this term was current in the period of the editor responsible for it.
For a full discussion of the attribution of the works attributed to ‘Attâr (including the Mokhtâr-Nâmeh), see
the first chapter of: O’Malley, “Poetry and Pedagogy.”
80. ‘Attâr, Mokhtâr-Nâmeh, 293. Persian text:
اﮐﻨﻮن ﻣﻦ و دَردِ ﻧﻮ و دُردی ﮐﻬﻦ
آن رﻓﺖ ﮐﻪ ﮔﻔﺘﻤﯽ ﻣﻦ از زﻫﺪ ﺳﺨﻦ
و اﻣﺮوز ﺑﻪ ﻣﯿﺨﺎﻧﻪ ﺷﺪم ﺑﯽ ﺳﺮ و ﺑﻦ
دی ﺳﺮ و ﺑُﻦِ ﺻﻮﻣﻌﻪٔ دﯾﻦ ﺑﻮدم
81. ‘Attâr, Mokhtâr-Nâmeh, 294. Persian text:
ﺟﺰ دُردِ ﻗﻠﻨﺪری اﻣﺎن ﻣﯽ ﻧﺪﻫﺪ
زﯾﻦ دَرد ﮐﻪ ﺟﺰ ﻏﺼﻪٔ ﺟﺎن ﻣﯽ ﻧﺪﻫﺪ
در ﺻﻮﻣﻌﻪ ﻫﯿﭻ ﮐﺲ ﻧﺸﺎن ﻣﯽ ﻧﺪﻫﺪ
آن آه ﺑﻪ ﺻﺪق ﮐﺰ ﻗﻠﻨﺪر ﺧﯿﺰد
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_______
If you practice asceticism, it will take away your pain and anguish;
it will bring self-conceit and take away passionate desire and need.
Beware, o ascetic! Don’t come around me,
for this rogue of the qalandars’ lodge82 will take you away from your prayers!83
The opposition between these modes of piety is carefully elaborated through their
contrasting individual embodiments (ascetic/zâhed vs. rend-e qalandar), institutions (Sufi
hermitage/sowme’eh vs. winehouse/mey-khâneh), associated rites (prayer/namâz vs. dregsdrinking), and even affective qualities. Asceticism (zohd), according to this poetry, destroys
the “passionate desire and need” and “pain and anguish” of its practitioner and in its place
brings “self-conceit” and a type of rigid, pharisaical “hypocrisy” that is spiritually impoverished and impotent. In contrast, the realm of the “rogue” or “libertine” is full of passionate
desire and love (showq/‘eshq), commotion (khorush), drunkenness (masti), madness (divânegi), dancing (raqs), music, gambling (moqâmeri), and the inseparable and simultaneous pain
and joy of sincere love for the beloved.
We have pierced our ear with the ring of slavery for the rascals!
Without even drinking wine, we have already began creating a commotion.
Don’t deal with good or bad, infidelity or Islam.
Serve the dregs! For we have become dregs-drinkers!84
_______
O cupbearer! From the heat of my heart the wine in the mornings
boiled [and] thus became licit, o cupbearer!

82. Shafi’i Kadkani argues that the term “qalandar” in its earliest uses (for example, in the poetry of Sanâ’i and
‘Attâr) refers to a place, not an individual figure, and only later becomes an individual figure (slightly
before or in the period of Rumi and ‘Erâqi). See: Shafi’i-Kadkani, Qalandariyeh dar târikh, 38-45,
300-320.
83. ‘Attâr, Mokhtâr-Nâmeh, 294. Persian text:
ﻋُﺠْﺐ آورد و ﺷﻮق وﻧﯿﺎزت ﺑﺒﺮد
ﮔﺮ زﻫﺪ ﮐﻨﯽ ﺳﻮز وﮔﺪازت ﺑﺒﺮد
ﮐﺎﯾﻦ رﻧﺪِ ﻗﻠﻨﺪر از ﻧﻤﺎزت ﺑﺒﺮد
زﻧﻬﺎر ﺑﻪ ﮔﺮد ﻣﻦ ﻣﮕﺮد ای زاﻫﺪ
84. ‘Attâr, Mokhtâr-Nâmeh, 292. Persian text:
ﻧﺎﺧﻮرده ﺷﺮاب در ﺧﺮوش آﻣﺪهاﯾﻢ
ﻣﺎ رﻧﺪان را ﺣﻠﻘﻪ ﺑﻪ ﮔﻮش آﻣﺪهاﯾﻢ
دُردی در دِه ﮐﻪ دُردﻧﻮش آﻣﺪهاﯾﻢ
دﺳﺖ از ﺑﺪ و ﻧﯿﮏ و ﮐﻔﺮ و اﺳﻼم ﺑﺪار
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Drunkenness and gambling are much better
than practicing piety superficially and hypocritically, o my cupbearer!85
_______
With flowing water and herbs, o my Tarazi candle,
pour the wine, break [our] repentance, and play your instrument.
Be merry! For the flowing water cries out
[and] says: “I went so I will not come again.”86
The foregoing poems illustrate another one of the central characteristics of the qalandariyât: their thematization of transgression and inversion of social norms. Transgression
takes a wide variety of different forms in this poetry and it is represented as an almost ritualesque activity for the various personages in the qalandari poetic world. It begins with the
first step the poet takes off the “straight path” and onto the “crooked path” leading towards
the carnivalesque space of the winehouse (alternatively represented as a gambling house or
other place of disrepute), where illicit substances and activities (e.g., wine, drunkenness,
gambling, apostasy) and the institutions and figures associated with them (i.e., winehouses,
qalandar lodges, rogues/rascals) are celebrated as the true apotheoses of the spiritual realm.
Admission into this “upside down world” entails a repudiation of normative Islamicate social
values that is both asserted and performed in the qalandariyât through various mock-rituals,
such as the mock-pilgrimage to the winehouse, breaking of repentance, or as we see in the final line of the poem below, the mock-initiation of the qalandari poet into this world through
the bestowal and acceptance of a non-Islamic cincture from the “Magian elder.”
1

O Muslims! I have fallen to rascality once again!
I have dispatched my heart’s belongings to the winehouse out of love.

85. ‘Attâr, Mokhtâr-Nâmeh, 294. Persian text:
ﺟﻮﺷﯿﺪه ﭼﻮ ﮔﺸﺖ ﺷﺪ ﻣﺒﺎح ای ﺳﺎﻗﯽ
ﺑﺮ روی و رﯾﺎ ﮐﻨﯽ ﺻﻼح ای ﺳﺎﻗﯽ
86. ‘Attâr, Mokhtâr-Nâmeh, 297. Persian text:
ﻣﯽ در ده و ﺗﻮﺑﻪ ﺑﺸﮑﻦ و ﭼﻨﮓ ﺑﺴﺎز
 رﻓﺘﻢ ﮐﻪ دﮔﺮ ﻧﺎﯾﻢ ﺑﺎز:ﻣﯽﮔﻮﯾﺪ
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از ﺗﻒِّ دﻟﻢ ﻣﯽ ﺑﻪ ﺻﺒﺎح ای ﺳﺎﻗﯽ
ﻣﺴﺘﯽ و ﻣُﻘﺎﻣﺮی ﺑﺴﯽ ﺑﻬﺘﺮ از آﻧﮏ
ﺑﺮ آب روان و ﺳﺒﺰه ای ﺷﻤﻊ ﻃﺮاز
ﺧﻮش ﺑﺎش ﮐﻪ ﻧﻌﺮه ﻣﯽزﻧﺪ آب روان

2

Since I saw goodness and virtue as nothing but hot air,
I threw all my goodness and virtue to the winds of love.

3

Where is the foundation of that work that I do Qur’anic recitation
for they have kneaded my foundation from libertinism and rascality?

4

Don’t give me advice for love and rascality are written in the stars for me.
How does your good counsel benefit me when I was born under such stars?

5

For me, a goblet of wine is better than anything that is in the world of repentance.
O cupbearers, come once for my cries are for goblets of wine!

6

I do not amass things from anyone because my sweetheart told me not to.
I do not take advice from anyone because my master taught me not to.

7

I solicit help with the suffering and toil of the world from a goblet of wine,
for a goblet of wine can take my mind away from the world in a moment.

8

O wise Magian elder, strap a cincture on me,
for I have thrown my prayer carpet off my shoulders and my beads from my hands!87
Sanâ’i’s poem begins with the poet’s movement towards the winehouse—a poetic

world that he explicitly associates with qallâshi (rascality, antinomianism). He tells us that he
has “fallen” “again” to qallâshi because love has impelled to do so. His juxtaposition of the
“Muslims” he apostrophizes at the opening of the poem and the qallâshi of the “winehouse”
clearly demarcates the normative world of “Muslims” from the transgressive winehouse
world of the qallâshân (rascals, rogues) and Magian elder (line 8) in the imaginative geography of this poem. In the remainder of the poem he develops this opposition through the parodic inversion of the values, symbols, and practices associated with the former group. While
“goodness and virtue” (salâh va kheyr) are regard by Muslims as laudatory and even reli-

87. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 359 q #166. Persian text:
ﺑﻪ دﺳﺖِ ﻋﺸﻖ رﺧﺖِ دل ﺑﻪ ﻣﯿﺨﺎﻧﻪ ﻓﺮﺳﺘﺎدم
ﻫﻤﻪ ﺧﯿﺮ و ﺻﻼحِ ﺧﻮد ﺑﻪ ﺑﺎدِ ﻋﺸﻖ در دادم
ﮐﻪ از رﻧﺪی و ﻗﻼﺷﯽ ﺳِﺮِﺷﺘﺴﺘﻨﺪ ﺑﻨﯿﺎدم
ﮐﺠﺎ ﺳﻮدم ﮐﻨﺪ ﭘﻨﺪت ﺑﺪﯾﻦ ﻃﺎﻟﻊ ﮐﻪ ﻣﻦ زادم
رﺳﯿﺪ ای ﺳﺎﻗﯿﺎن ﯾﮏ ره ز ﺟﺎمِ ﺑﺎده ﻓﺮﯾﺎدم
ﻧﯿﺎﻣﻮزم ز ﮐﺲ ﭘﻨﺪی ﭼﻨﯿﻦ آﻣﻮﺧﺖ اﺳﺘﺎدم
ﮐﻪ ﺟﺎمِ ﻣﯽ ﺗﻮاﻧﺪ ﺑُﺮد ﯾﮏ دم ﻋﺎﻟﻢ از ﯾﺎدم
ﮐﻪ ﻣﻦ ﺗﺴﺒﯿﺢ و ﺳﺠﺎده ز دﺳﺖ و دوش ﺑِﻨْﻬﺎدم
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دﮔﺮ ﺑﺎر ای ﻣﺴﻠﻤﺎﻧﺎن ﺑﻪ ﻗﻼّﺷﯽ در اﻓﺘﺎدم
ﭼﻮ در دﺳﺖِ ﺻﻼح و ﺧﯿﺮ ﺟﺰ ﺑﺎدی ﻧﻤﯽدﯾﺪم
ﮐﺠﺎ اﺻﻠﯽ ﺑُﻮَد ﮐﺎری ﮐﻪ ﻣﻦ ﺳﺎزم ﺑﻪ ﻗﺮّاﯾﯽ
ﻣﺪه ﭘﻨﺪم ﮐﻪ در ﻃﺎﻟﻊ ﻣﺮا ﻋﺸﻘﺴﺖ و ﻗﻼّﺷﯽ
ﻣﺮا ﯾﮏ ﺟﺎمِ ﺑﺎده ﺑﻪ ز ﻫﺮﭼﻪ اﻧﺪر ﺟﻬﺎنِ ﺗﻮﺑﻪ
ﻧَﯿَﻨﺪوزم ز ﮐﺲ ﭼﯿﺰی ﭼﻨﺎن ﻓﺮﻣﻮد ﺟﺎﻧﺎﻧﻢ
ز رﻧﺞ و زﺣﻤﺖِ ﻋﺎﻟﻢ ﺑﻪ ﺟﺎمِ ﻣﯽ در آوﯾﺰم
اﻻ ای ﭘﯿﺮِ زردﺷﺘﯽ ﺑﻪ ﻣﻦ ﺑﺮﺑﻨﺪ زﻧّﺎری

giously obligatory, Sanâ’i—adopting the “poet as rogue” persona—throws them “to the
winds of love” since he now he regards them as “nothing but hot air” (line 2). Similarly, he
defiantly dismisses “advice/good counsel” (pand) (line 4, 6) and even the Qur’an itself is not
spared his derision (line 3). Instead, he proudly proclaims his “libertine/antinomian” nature
(rendi va qallâshi) (line 3-4) and, rejecting the “world of repentance” (towbeh), implores the
cupbearer for wine (line 5, 7) and the “Magian elder” for a “cincture” (line 8).88 He concludes
the poem with one of the most typical of qalandari carnivalesque rituals: throwing away his
(Islamic) “prayer carpet” and “prayer beads” (line 8) and presenting himself—wine goblet in
hand—to the Magian elder for his cincturing.
Sanâ’i’s apostatical actions in the final line of this poem and his earlier rejection (or,
in other cases, “breaking”) of “repentance” (towbeh) (line 5) are among the most common
transgressive rituals of the winehouse’s antinomian religion. The “breaking repentance” (towbeh shekastan) topos is particularly important because it can be read as a direct inversion of
the central call of “religious-homiletic” poetry (zohdiyât/mow’ezeh) “to repent” from such iniquities before it is too late. ‘Attâr’s collection of qalandari robâ’is contain numerous excellent examples:
Each day I intend to repent at night,
repent from the endless goblets of wine filled to the brim.
But now the flowers have bloomed—I have no provisions.
In the time of flowers, o Lord, repentance from repentance!89
_______
The Christian youth who broke my repentance
came last night and placed his tresses in my hand.

88. The “cincture” (zonnâr) was a special belt that non-Islamic inhabitants of Islamic lands wore.
89. ‘Attâr, Mokhtâr-Nâmeh, 298. Persian text:
وز ﺟﺎم ﭘﯿﺎﭘﯽ ﻟﺒﺎﻟﺐ ﺗﻮﺑﻪ
ﻫﺮ روز ﺑﺮآﻧﻢ ﮐﻪ ﮐﻨﻢ ﺷﺐ ﺗﻮﺑﻪ
و اﮐﻨﻮن ﮐﻪ ﺷﮑﻔﺖ ﺑﺮگ ﮔﻞ ﺑﺮﮔﻢ ﻧﯿﺴﺖ در ﻣﻮﺳﻢ ﮔﻞ ز ﺗﻮﺑﻪ ﯾﺎرب ﺗﻮﺑﻪ
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He did the four-step dance and left.
He fastened the four-fold Christian cincture around my waist.90
In the last robâ’i, ‘Attâr returns to the “cincturing” topos that Sanâ’i used in his poem
above. The non-Islamic cincture is a central symbol in qalandariyât poetry, functioning as
what we might term a “mock-investiture” motif. But it is actually only one of a much larger
set of non-Islamic symbols and motifs that qalandari poets employ to illustrate the transgressivity of their poetic world. “Breaking (their) repentance” and deriding socially and religiously praiseworthy values are not enough for the rogue poet. They go one step further, openly rejecting Islam and even flirting with apostasy. At times this takes the form of denigrating
traditional Islamic symbols (e.g., Qur’an, Ka’ba, prayer direction/qibla, prayer beads/tasbih,
prayer mat/sajjâdeh) and, conversely, celebrating non-Islamic ones (e.g., Magian elder, cincture, Christian youth, kofr/infidelity), as we have already seen in the poems of Sanâ’i and
‘Attâr above. Other times we see Sanâ’i and ‘Attâr professing allegiance to a higher spirituality beyond “Islam” or even sometimes converting to another religion entirely, as ‘Attâr does
in the following quatrain:
By loving you, I will convert to another religion.
I will converse as a Christian.
I will fasten the four-fold cincture around my waist
and pawn my turban in the winehouse!91
Love is ultimately the primary concern of the poem, but its extraordinary force can only be
expressed through the shocking image of the “pious Muslim poet” turned apostate “convers[ing] as a Christian” and publicly branding himself as such (which illustrates an impor-

90. ‘Attâr, Mokhtâr-Nâmeh, 293. Persian text:
91. ‘Attâr, Mokhtâr-Nâmeh, 292. Persian text:

دوش آﻣﺪ و زﻟﻒ داد در دﺳﺖ ﻣﺮا
زﻧّﺎر ﭼﻬﺎرْ ﮐﺮد ﺑﺮ ﺑﺴﺖ ﻣﺮا

ﺗﺮﺳﺎﺑﭽﻪای ﮐﻪ ﺗﻮﺑﻪ ﺑﺸﮑﺴﺖ ﻣﺮا
در رﻗﺺِ ﭼﻬﺎرْ ﮐﺮد ﺑﺮﮔﺸﺖ وﺑﺮﻓﺖ

در ﺗﺮﺳﺎﯾﯽ ﮔﻔﺖ و ﺷﻨﻮ ﺧﻮاﻫﻢ ﮐﺮد
دﺳﺘﺎر ﺑﻪ ﻣﯿﺨﺎﻧﻪ ﮔﺮو ﺧﻮاﻫﻢ ﮐﺮد

در ﻋﺸﻖ ﺗﻮ دﯾﻦ ﺧﻮﯾﺶ ﻧﻮ ﺧﻮاﻫﻢ ﮐﺮد
زﻧّﺎرِ ﭼﻬﺎرْ ﮐﺮد ﺑﺮﺧﻮاﻫﻢ ﺑﺴﺖ
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tant point about the qalandariyât’s poetics that I will take up in chapter three). Perhaps the
most spectacular exploration of the apostasy theme, however, is the following “rogue figure”
poem by Sanâ’i:92
1

You have cut me off again from the Muslims, o young infidel!
You have made me a prisoner again, o young infidel!

2

In the ranks of lords of love—those “all-in” gambling types—
you again place me, o young infidel!

3

It seems you returned from apostasy (lit. being an infidel) to being Muslim only
in order to uproot Islam (lit. being Muslim), o young infidel!

4

With a face like the fountain of the sun and tresses like crosses,
you renewed the Christian religion, o young infidel!

5

In the dilapidated qalandari winehouse, in the ranks of the wine drinkers,
you know hundreds of strange disguises, o young infidel!

6

You are the Joseph of the era, and for you, below each Moses
there are a hundred Jacobs, o young infidel!93
As in the previous poems, Sanâ’i opens by establishing the foundational opposition

between the qalandari poetic world and the normative world of the “Muslims” (line 1). The
“young infidel” (kâfer-bachcheh) that he apostrophizes in the refrain of this poem in an
almost mock-panegyric manner becomes both the poetic axis and agent of inversion. It is he
who “cut[s]” Sanâ’i off from the “Muslims” and transports him to the “dilapidated qalandari
winehouse” (kharâbât-e qalandar) where the “lords of love,” “‘all-in’ gambling types,” and
“wine drinkers” congregate (line 2, 4). He is a liminal and deceitful character (line 4) who is

92. For more on the different types of qalandariyât, see the final section in this chapter.
93. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 1008-09.This poem is not listed as a qalandariyât in Rezavi’s edition,
but a similar version is listed in the qalandariyât section in the KM manuscript: Sanâ’i, Kolliyât-e Ash’âr-e
Hakim Sanâ’i Ghaznavi (ed. Bashir), 575. I have followed the version of this poem found in the KM
manuscript. Persian text:
ﮐﺮدﯾﻢ ﺑﻨﺪی و زﻧﺪاﻧﯽ زﻫﯽ ﮐﺎﻓﺮ ﺑﭽﻪ
ﺑﺮدﯾﻢ ﺑﺎز از ﻣﺴﻠﻤﺎﻧﯽ زﻫﯽ ﮐﺎﻓﺮ ﺑﭽﻪ
ﻫﺮ زﻣﺎﻧﻢ ﺑﺎز ﺑِﻨْﺸﺎﻧﯽ زﻫﯽ ﮐﺎﻓﺮ ﺑﭽﻪ
در ﺻﻔﺎت ﭘﺎﮐﺒﺎزان در ﺻﻒ ارﺑﺎب ﻋﺸﻖ
ﺗﺎ ﺑﺮاﻧﺪازی ﻣﺴﻠﻤﺎﻧﯽ زﻫﯽ ﮐﺎﻓﺮ ﺑﭽﻪ
در ﻣﺴﻠﻤﺎﻧﯽ ﻣﮕﺮ از ﮐﺎﻓﺮی ﺑﺎز آﻣﺪی
ﺗﺎزه ﮐﺮدی ﮐﯿﺶ ﻧﺼﺮاﻧﯽ زﻫﯽ ﮐﺎﻓﺮ ﺑﭽﻪ
ﺑﺎ رﺧﯽ ﭼﻮن ﭼﺸﻤﻪٔ ﺧﻮرﺷﯿﺪ و زﻟﻒ ﭼﻮن ﺻﻠﯿﺐ
ﺻﺪ ﻟﺒﺎﺳﺎت ﻋﺠﺐ داﻧﯽ زﻫﯽ ﮐﺎﻓﺮ ﺑﭽﻪ
در ﺧﺮاﺑﺎت ﻗﻠﻨﺪر در ﺻﻒ ﻣﯽ ﺧﻮارﮔﺎن
ﻫﺴﺖ ﺻﺪ ﯾﻌﻘﻮب ﮐﻨﻌﺎﻧﯽ زﻫﯽ ﮐﺎﻓﺮ ﺑﭽﻪ
ﯾﻮﺳﻒ ﻋﺼﺮی و اﻧﺪر زﯾﺮ ﻫﺮ ﻣﻮﺳﯽ ﺗﺮا
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hell-bent on both the destruction of Sanâ’i’s respectable (Muslim) character and the entire
normative system of medieval Islamic society that “Sanâ’i-the-Muslim-Poet” embodies. His
beauty “renew[s] the Christian religion” (line 4) and even his apparent return to the Islamic
norm in the first hemistich of line 3—i.e., his “retur[n] from apostasy (lit. being an infidel) to
being Muslim”—is revealed in the second hemistich to be nothing more than clever subterfuge aimed at “uproot[ing] Islam” itself (line 3). By the end of the poem, Sanâ’i’s apostasy
is complete, as he concludes this enumeration of the “young infidel[’]s” awe-inspiring transgressive feats by again praising his beauty, calling him the “Joseph of the era.”94
With such profligate celebrations of antinomian figures, actions, and institutions, it is
not surprising that Sanâ’i and ‘Attâr’s qalandariyât poetry anticipates a rebuke from respectable society. They do not attempt to defend themselves or argue for the true probity of
their actions—they are unrepentant in their active disregard for all medieval Islamic social
and religious norms. Their response to this imagined opprobrium is rather an ontological maneuver disavowing the ultimate legitimacy of the entire moral order of the existing world.
They assert, in another common qalandari motif, that they have been “liberated” from or
“rise[n] above good name and shame,” as Sanâ’i says in the first line of the poem below.95
But this is not just an attitude that a spiritual aspirant can passively adopt. They will only become a qalandar when they are willing to actively “befriend blame” (line 8) and reveal the artificiality of these earthly constructs through ritualesque acts of transgression, such as those
Sanâ’i exhorts his readers to throughout the poem.96

94. Joseph is one of the symbols of beauty par excellence in the Islamic tradition.
95. This disavowal, however, as I will explore in chapter two, depends on the existence of the value system it
rejects and its poetic manifestations, which it parodies and inverts as a countergenre.
96. The term for “blame” here—i.e., malâmat—is important because many scholars maintain that qalandari
poetry was a poetic outgrowth of an early Islamic spiritual movement called the “malâmati.” The “blameseekers” actively concealed their private pious acts while courting “blame” for disreputable acts in public in
order to purify their love for God and fight against the growth of their ego from socially-recognized
spiritual advancement.
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1

O heart when you claim to speak of non-existence, be tipsy!
Rise above good name and shame, and be free of selfhood!

2

Gamble away religion and the world, and be a poor beggar!
In the ranks of the deceitful ones, be poor!

3

For how long honor, hypocrisy, asceticism, prayer, and prayer beads?
Be a slave of the wine goblet and a servant of the vintner!

4

Make wine-worshipping and gambling your trade in the dilapidated winehouse!
Be a self-deprecator, rogue, drunk, libertine, and dregs-guzzler!

5

Since you know that for a person existence is his enemy,
go to battle with people equipped with the blade of non-existence!

6

Be a seeker of love, wine, merriment, and mirth, and seek!
When this has been obtained for you, get to work day and night!

7

Play a tune with a poem, lute, goblet of wine, and sweetheart!
Be a slave and servant to every friend from the bottom of your heart!

8

Don’t return from the quarter of truth and the way of love!
Be happy with the cost and befriend blame!97
In this virtual qalandari anthem, Sanâ’i connects being “liberated” or “rising above

(good) name and shame” to a whole series of other transformations that must occur in the audience. It entails a complete metamorphosis of the individual that has wide-ranging implications for the aspirant’s place and mode of life in the world. Sanâ’i insists that one must “gamble away religion and the world” (line 2), forsake all of the hallmarks of normative Islamic
piety and society (i.e., “honor, hypocrisy, asceticism, prayer, and prayer beads”) (line 3), and
take up gambling and wine-worshipping (line 4) in order to remain in the “quarter of truth
and the way of love” (line 8). None save the most reprehensible of antinomian figures (e.g.,

97. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 311-312 q #144. Persian text:
ﺷﻮ ﺑﺮی از ﻧﺎم و ﻧﻨﮓ و از ﺧﻮدی ﺑﯿﺰار ﺑﺎش
ای دل اﻧﺪر ﻧﯿﺴﺘﯽ ﭼﻮن دم زﻧﯽ ﺧَﻤﺎر ﺑﺎش
در ﺻﻒ ﻧﺎراﺳﺘﺎن ﺧﻮد ﺟﻤﻠﻪ ﻣﻔﻠﺲوار ﺑﺎش
دﯾﻦ و دﻧﯿﺎ ﺟﻤﻠﻪ اﻧﺪر ﺑﺎز و ﺧﻮد ﻣﻔﻠﺲ ﻧﺸﯿﻦ
ﺑﻨﺪهٔ ﺟﺎمِ ﺷﺮاب و ﺧﺎدمِ ﺧَﻤّﺎر ﺑﺎش
ﺗﺎ ﮐﯽ از ﻧﺎﻣﻮس و زرق و زﻫﺪ و ﺗﺴﺒﯿﺢ و ﻧﻤﺎز
ﮐﻤﺰن و ﻗﻼش و ﻣﺴﺖ و رﻧﺪ و دردیﺧﻮار ﺑﺎش
ﻣﯽ ﭘﺮﺳﺘﯽ ﭘﯿﺸﻪﮔﯿﺮ اﻧﺪر ﺧﺮاﺑﺎت و ﻗﻤﺎر
ﭘﺲ ﺑﻪ ﺗﯿﻎِ ﻧﯿﺴﺘﯽ ﺑﺎ ﺧﻠﻖ در ﭘﯿﮑﺎر ﺑﺎش
ﭼﻮن ﻫﻤﯽ داﻧﯽ ﮐﻪ ﺑﺎﺷﺪ ﺷﺨﺺ ﻫﺴﺘﯽ ﺧَﺼِﻢ ﺧﻮﯾﺶ
ﭼﻮن ﺑﻪ ﮐﻒ آﻣﺪ ﺗﺮا اﯾﻦ روز و ﺷﺐ در ﮐﺎر ﺑﺎش
ﻃﺎﻟﺐ ﻋﺸﻖ و ﻣﯽ و ﻋﯿﺶ و ﻃﺮب ﺑﺎش و ﺑﺠﻮی
وز ﻣﯿﺎن ﺟﺎنْ ﻏﻼم و ﭼﺎﮐﺮ ﻫﺮ ﯾﺎر ﺑﺎش
ﺑﺎ ﺳﺮود و رود و ﺟﺎمِ ﺑﺎده و ﺟﺎﻧﺎن ﺑﺴﺎز
ﺑﺎ ﻏﺮاﻣﺖ ﻫﻤﻨﺸﯿﻦ و ﺑﺎ ﻣﻼﻣﺖْ ﯾﺎر ﺑﺎش
از ﺳﺮِ ﮐﻮی ﺣﻘﯿﻘﺖ ﺑﺮ ﻣﮕﺮد و راه ﻋﺸﻖ
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rogue, drunk, libertine, dregs-guzzler, servant of vintner) (lines 2-4, 6) are welcomed in his
“dilapidated winehouse” (kharâbât) (line 4). It is only there, in that mock-Mecca of blameworthy behaviors, that the spiritual aspirant can truly become liberated from “(good) name
and shame” and ultimately “selfhood”—the greatest enemy of all (lines 1, 5).
The poems discussed above are just a small sampling of prototypical qalandari poems
from ‘Attâr’s Mokhtâr-Nâmeh and the qalandariyât sections of the MiM and KM manuscripts of Sanâ’i’s divân (discussed below). They all utilize a related set of antinomian and
transgressive topoi, symbols, and figures. Each poem and poet, however, develops them in
different and at times novel ways, but within a predictable pattern of variation.98 When taken
as a whole, they present the reader with a rather well-defined set of thematic characteristics,
which I summarize below:
1) Rejection of Normative Islamic Piety:
• breaking repentance (towbeh shekastan) and rejecting asceticism (zohd), pious devotion (pârsâ’i), and mainstream Sufism as hypocritical and superficial in favor of the
“religion” or “way” of the qalandars/qallâsh/love.
• deriding and, at times, literally discarding potent symbols/concepts of Islam (e.g.,
Ka’ba/qibla, Qur’an, Islamic prayer mat, prayer beads, right guidance/hodâ/pand,
goodness/virtue/kheyr/salâh, honor, mosque, prayer).
• celebrating non-Islamic religious elements and/or unbelief/infidelity (kofr), or, alternatively, emphasizing going beyond normative faith (imân) and religion (din,
Islam).

98. For an important discussion on the essential role of “variation” on a select range of themes, see Fatemeh
Keshavarz’s discussion of the “shifting field of similarities” in Sa’di’s poetry: Keshavarz, Lyrics of Life,
108-35.
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2) Celebration of Antinomian and Transgressive Actions, Figures, and Locales:
• praising the figure of the rascal/rogue/libertine (rend, qalandari, qallâsh, meykhwâr), winehouse (kharâbât, mey-khâneh), qalandar lodge, wine, gambling, drunkenness, music, and disturbance of normal order.
• becoming “liberated” from good name/shame/blame and rejecting high social status
(e.g., exhortation to poverty, blame-seeking, “self-deprecation”/kam-zani).
This thematic overview of qalandari poetry—grounded in poems categorized by medieval litterateurs themselves as being qalandariyât (see more detailed discussion of this below)—is important for orienting the reader. It is not controversial, though, to assert that there
is a fairly coherent set of re-occurring “qalandari” themes in medieval Persian literature.
Even scholars such as Shafi’i-Kadkani and Utas who question the validity of the qalandariyât
as a full-fledged thematic type of poetry readily acknowledge the existence of a qalandari
ma’nâ. The argument that I want to advance here, however, is that this ma’nâ develops into
full-fledged thematic type or genre in the early Persian poetry of Sanâ’i, ‘Attâr, and ‘Erâqi.
This is the point to which I will turn in the remainder of this chapter.
The Manuscript Evidence
The first difficultly that arises in constructing a historically grounded analysis of the
qalandariyât is the paucity of extant sources. Unfortunately, we have only three (or possibly
four, if we include the disputed MiF divan manuscript)99 known examples of early manuscripts with sections of poems explicitly labelled as “qalandariyât.” The first two sources are
early copies of Sanâ’i’s divan—the Melli-ye Malek (MiM) 5468 and Kabul Museum No. 318
(KM) manuscripts—which both contain sizable sections labelled “qalandariyât.”100 The third
99. Both Shafi’i Kadkani and de Bruĳn are generally of the opinion that the MiF manuscript of Sanâ’i’s divân
is not an early copy, although, as de Bruĳn notes, it may be based on a “medieval reconstruction” of a very
early copy. See: Shafi’i-Kadkani, Tâziyâneh-hâ-ye soluk: naqd va tahlil-e chand qasideh az Hakim Sanâ’i,
530; de Bruĳn, Of Piety and Poetry, 100-02. In either case, I was not able to obtain a copy of it.
100.For a detailed discussion of these two manuscripts, see: de Bruĳn, Of Piety and Poetry, 95-112. The MiM
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source is ‘Attâr’s own collection of selected robâ’is, the Mokhtâr-Nâmeh, in which he labels
one of his thematic groupings “on qalandariyât and wine poetry” (dar qalandariyât va khamriyât). The poems that appear in these sections are tremendously important because they offer
concrete historical evidence of what poets and literati of the early period actually considered
to constitute qalandari poetry.
All of these works date from approximately the same time period. The MiM and KM
manuscripts of Sanâ’i’s divân are unfortunately undated, but are likely products of the late
twelfth/early thirteenth century or, in the case of the KM manuscript, possibly even as late as
the fourteenth century.101 Although the exact date of composition is not known for the
Mokhtâr-Nâmeh, ‘Attâr likely wrote it during the final years of the twelfth century or the first
couple of decades of the thirteenth. If the authorial introduction to the Mokhtâr-Nâmeh is
genuine, we can be relatively certain that it was completed several years before ‘Attâr’s death
in 1220 CE at the very latest.102 While admittedly there is some ambiguity regarding the exact
dating of all of these works, we can say with some confidence that the Mokhtâr-Nâmeh is
either the oldest source that uses the term qalandariyât or is functionally contemporaneous
with the earliest source (i.e., the MiM manuscript). When we add to this picture the fact that
most scholars believe that ‘Attâr himself arranged the poems in the Mokhtâr-Nâmeh, it seems
logical to begin with its chapter of 77 robâ’i “on qalandariyât and khamriyât [poems]” (dar
qalandariyât va khamriyât).103
At the most basic level, ‘Attâr’s use of the term “qalandariyât” as part of this chapter
title indicates that this term was current in his lifetime, and he considered it to be a distinct

manuscript’s thematic categorization is reproduced in Rezavi’s edition, and that is what I have relied upon
here because I was unable to obtain a copy of the MiM manuscript.
101.For de Bruĳn’s discussion of the dating of these manuscripts, see: de Bruĳn, Of Piety and Poetry, 99-100.
102.See chapter 1 of Austin O’Malley’s forthcoming dissertation for a full discussion of the dating and
authenticity of the various works attributed to ‘Attâr: O’Malley, “Poetry and Pedagogy.”
103.Even if the thematic ordering of the Mokhtâr-Nâmeh was not done by ‘Attâr, it is a very early tradition and
thus still useful for the present purposes.
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genre or sub-genre of his poetry.104 One may counter that by this logic we would have to
consider all fifty thematic chapters of ‘Attâr’s Mokhtar-Nâmeh as separate genres or subgenres, but I think it would be a mistake to equate the chapter on qalandariyât and khamriyât
with some of the more specific chapter divisions, such as “On themes that are connected to
the candle,” “On themes that are connected to flowers,” etc. Instead, I would compare the
relative importance of this qalandariyât-khamriyât chapter to the chapters in praise of the
Prophet Muhammad (chapter two) and his companions (chapter three), or the chapters on
“divine unity” (chapters one, four to seven), which, as we saw above, are well-established
thematic types in early Persian poetry. The use of the term qalandariyât in early Sanâ’i
manuscripts (discussed below) and the fact that both the terms qalandariyât and khamriyât
are products of the Arabic poetic convention of naming thematic types with the addition of
the suffix -ât also indicates that they should be classed with this latter group.
Another noteworthy point here is that ‘Attâr’s title—“on qalandariyât and khamriyât”—explicitly establishes a close connection between qalandariyât and wine (khamriyât)
poetry, and his placement of this chapter near the end of a series of chapters on love themes
also demonstrates the close relationship between qalandariyât and love poetry.105 As I will
discuss in more detail later, the thematic horizons of qalandariyât, khamriyât, and love (ghazal or ghazaliyât) poetry overlap and often times are all combined in one poem. However, at
the same time, I do not want to overemphasize the ambiguity of the distinction between these
thematic types because the qalandariyât do have their own unique set of motifs that mark
them as distinct from love (ghazaliyât) and wine (khamriyât) poetry. When we turn to the 77

104.See Ritter, Lewisohn, and Shafi’i Kadkani on ‘Attâr’s qalandariyât poems: Shafi’i-Kadkani, Zabur-e Pârsi,
57-58; Shafi’i-Kadkani, Qalandariyeh dar târikh, 307-13; Ritter, “Philologika XV: Fariduddin ‘Attar. III.
7”; Lewisohn, “Sufi Symbolism in the Persian Hermeneutic Tradition.” On the other hand, it is worth
considering to what degree all fifty chapters could be considered sub-genres or, perhaps, micro-genres of
sub-genres of the broader and more well-established thematic genres discussed elsewhere.
105.Reinert makes the argument that ‘Attâr includes the chapter “on qalandariyât and khamriyât” here “on the
ground of their connection with erotic themes” (Reinert, “AṬṬĀR, FARĪD-AL-DĪN”). I certainly agree
that the qalandariyât and khamriyât are deeply interconnected with love (ghazal) poetry (as we will see in
the case of Sanâ’i’s qalandariyât below). However, I would not go as far as Reinert does and say that ‘Attâr
includes the qalandariyât and khamriyât “on the ground of their connection with erotic themes” (emphasis
added).
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robâ’i that ‘Attâr placed in this chapter, there is a discernible division between the qalandariyât and khamriyât poems.106 Poems #1-18, 20, 24, 42, 49-50, 58, 69, 75 and possibly 67
clearly treat a more circumscribed set of antinomian/transgressive themes that we will see appear together repeatedly in different combinations throughout the qalandariyât poems of
Sanâ’i, ‘Attâr, and ‘Erâqi.
The situation becomes a bit more complicated with Sanâ’i’s manuscripts. In the case
of ‘Attâr’s Mokhtâr-Nâmeh, we are dealing only with short qalandari robâ’is (four hemistich
poems akin to quatrains), which due to their brevity are almost always focused on one theme
(ma’nâ). The poems in Sanâ’i’s qalandariyât sections, however, are not robâ’is, but rather
what we would now identify as ghazals or qasidehs, which run between 4-45 lines in the case
of the poems in these manuscripts.107 Unlike the qalandariyât robâ’is of ‘Attâr, these poems
do not all exclusively focus on qalandari themes—they are a much more heterogenous bunch.
A significant number of poems in these sections do revolve entirely (or almost so) around qalandari themes, but there is also a substantial number of poems that only employ a few qalandari motifs or, in some cases, seemingly none at all. This is a vexing problem for those, like
myself, who argue that we should, in some sense, regard qalandari poetry as a particular type
of medieval Persian poetry. So I decided to take a closer look at all of the poems in these two
early manuscripts of Sanâ’i’s divan and classify them into five categories according to the
relative frequency of qalandari motifs that appear in them: QP, QT, QP-QT, QT-QP, QT-NQT.
In this admittedly rudimentary classification schema, Qalandari Poems (QP) are dis-

106.No sustained analysis has been done on the poems in this chapter. Ritter and Shafi’i Kadkani have both
made passing reference to the poetry in this chapter in their studies, saying that it treats the topics of nonIslamic religions, kofr, wine-drinking, and other antinomian themes. See: Shafi’i-Kadkani, Qalandariyeh
dar târikh, 300 n4; Ritter, The Ocean of the Soul, 505-06.
107.de Bruĳn has commented on the formal ambiguity of the qalandariyât in a number of places and has also
drawn our attention to the thematic basis for early groupings of poems (irrespective of formal
considerations): de Bruĳn, “The Transmission of Early Persian Ghazals,” 29-31; de Bruĳn, “The
Qalandariyyāt in Persian Mystical Poetry,” 79; de Bruĳn, “Arabic Influences on Persian Literature,” 374.
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tinguished from Qalandari Theme (QT) poems by their consistent focus throughout on prototypical qalandari motifs.108 They are monothematic in the sense that the organizing principle
that animates their poetic world, poetic personae, and imagery is the transgressive, carnivalesque ethos of the antinomian roque for which the genre is named. This singularity of focus,
however, does not produce uniformity in this poetry, but rather serves as a flexible thematic
impetus for a range of different poetic explorations of the qalandari world and the characters,
images, and topoi associated with it. In contrast to the relatively sustained monothematic focus of QPs on qalandari themes, QT poems only employ qalandari motifs in passing or contain a small grouping of lines that treat these themes. In these poems, the qalandari theme is
either one of a number of constituent thematic units that together form a larger polythematic
poem or, more frequently, only an isolated image or ancillary motif that appears in a poem
which primary treats panegyric, religious-homiletic, or, more commonly, love themes.
The division between QPs and QT poems is noteworthy and, in most cases, relatively
clear. However, this division is not absolute and the terms QP/QT are actually better understood as representing two ends of a poetic spectrum—hence, the intervening categories QP-

108.I am using the term “prototypical” in the technical sense that it is employed in prototype theory. Prototype
theory maintains that individuals categorize objects (from the most mundane to abstract, such as literary
works) by assessing their “prototypicality” —that is, how well they conform to and diverge from their
“idealized cognitive models” (ICMs) of different categories or concepts. This is not a rigid classificatory
schema, but rather assumes that objects can be more or less prototypical and correspondingly be mapped as
either central or peripheral to a particular category’s field, “gestalt complex,” or “generic gestalt.” It also
allows for “fuzziness” at the boundaries of each category and for ambiguous, hybrid, or “compound”
examples that different individuals may classify in different categories. Each category has typical features
(some of which are more important than others) and “cognitive reference points” that exemplify a particular
category. Note too that what is considered prototypical of a particular category is context dependent (i.e., a
historical and cultural construct), not an ahistorical idealized notion, and can vary based on the perceiver’s
relative knowledge of the field (i.e., level of expertise). See the following works: Lakoff, Women, Fire, and
Dangerous Things, 5-154; Sinding, “After Definitions”; Stockwell, Cognitive Poetics, 27-39; Sinding,
“Beyond essence (or, getting over ‘there’)”; Sinding, “Genera Mixta”; Liu, “Middle English Romance as
Prototype Genre”; Sinding, “Framing Monsters.” Prototype theory, in many ways, can be read as a more
sophisticated version of the Wittgensteinian “family resemblance” theory of genre advocated by Alastair
Fowler. Alastair Fowler, in his important book Kinds of Literature (1982), maintained that we should
primarily think of genres as “families” whose constituent members exhibit “family resemblance” (á la
Ludwig Wittgenstein). According to Fowler, Wittgenstein’s family resemblance theory provides us with a
flexible conceptual model that can account for both similarity and dissimilarity within genre: “Literary
genre seems just the sort of concept with blurred edges that is suited to such an approach [i.e., family
resemblance theory]. Representatives of a genre may then be regarded as making up a family whose septs
and individual members are related in various ways, without nececessarily having any single feature shared
in common by all...Genres appear to be much more like families than classes.” However, Alastair is careful
to note, that unlike real families, generic families are produced through complex processes of “imitation and
inherited codes”—an ultimately “polygen[ic]” process that cannot be reduced to the direct and decisive
influence of one or two parental works. See: Fowler, Kinds of Literature, 41-44.
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QT, QT-QP, and QT-NQT where I have placed QP and QT poems that are borderline examples (with “N” in NQT standing for “Not”). Determining each poem’s position on this spectrum is a subjective enterprise, and I am sure some will question my classificatory decisions.
My aim in employing the QT/QP distinction is not to create a rigid classificatory scheme for
qalandariyât poetry, but rather only to provide a heuristic tool for analyzing the different
types of poems within the qalandariyât sections of Sanâ’i’s divan manuscripts.109
In the MiM manuscript,
there are ninety-two poems in the
section of the divan that is labelled
“qalandariyât,” and in the later
KM manuscript, there are 176 poems in its “qalandariyât” section
(figure 1). Strikingly, there are
only sixteen poems that are common to both works.110 The summary of my analysis of these 252 different poems is presented in Table 1.111

109.Both de Bruĳn and Shafi’i Kadkani have commented on the confusing variety or “very mixed group” of
poems that are placed in these qalandariyât sections. See: Shafi’i-Kadkani, Qalandariyeh dar târikh, 300;
de Bruĳn, “The Qalandariyyāt in Persian Mystical Poetry,” 79.
110. The 16 “common qalandariyât” poems that appear in both of these works likely represent one of the
earliest recensions (a Q-source of sorts) of Sanâ’i’s qalandariyât poems which both the editors of MiM and
KM must have relied upon (either directly or indirectly) in their compilation of their own qalandariyât
sections. The fact that 15 of these 16 common qalandariyât poems occur in the first 18 poems of the
qalandariyât section of the KM manuscript (i.e., they occur as nearly one continuous block of text) makes it
even more likely that these 16 common qalandariyât represent an early recension that was transmitted
together and inserted by later divân compilers in their qalandariyât sections. (I unfortunately have not yet
been able to see the original, non-alphabetical MiM manuscript to compare the order of the poems in these
two qalandariyât sections—I have to rely on Rezavi’s alphabetically-arranged rendering of this manuscript,
which obviously would obscure such a non-alphabetically-arranged block of text, if it does exist in the MiM
manuscript). These 16 common qalandariyât do not include some of the most iconic and prototypical of
Sanâ’i’s qalandariyât (which I will discuss later), but they do contain a representative spread of QP and QT
qalandariyât. (Note: I am drawing the notion of a “Q-source” from the text critical approach to biblical
scholarship. In this literature, the “q-source” is the unknown other source that provided the common
material found in the Gospels of Matthew and Luke, but not found in the Gospel of Mark, which is believed
to be their other primary source).
111. See the full details of this analysis in Appendix III.
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Table 1: Classification of Qalandariyât in MiM and KM Manuscript

Qalandariyât Poems (QP)
73 Total Poems:
60 MiM
23 KM (6 KM qalandariyât are classified as ghazals in MiM)
Qalandari Theme (QT) Poems
179 Total Poems:
32 MiM
153 KM (79 KM qalandariyât are classified as ghazals in MiM)
Borderline QP-QT Poems
18 Total Poems:
10 MiM
9 KM (3 KM qalandariyât are classified as ghazals in MiM)
Borderline QT-QP Poems
19 Total Poems:
4 MiM
17 KM (7 KM qalandariyât are classified as ghazals in MiM)
Borderline QT-NQT Poems
106 Total Poems:
10 MiM
98 KM (57 KM qalandariyât are classified as ghazals in MiM)
Examination of these numbers yields a few general patterns. First, the editors of these
divan manuscripts clearly considered both monothematic and polythematic poems of varying
formal characteristics to be “qalandariyât.” The criteria for inclusion in thematic categories
like the qalandariyât was not strictly formal; nor did it require exclusive focus on the relevant
theme. Rather, in the case of many QT poems, it seems to have only been necessary for a
poem to exhibit a selective or strategic engagement with qalandari themes. (I will return to
this important topic later).
The story that emerges from a closer analysis of these poems and their distribution
across these manuscripts, however, is actually more complicated. In my estimation, only sev40

enty-three of the 252 qalandariyât poems qualify as prototypical QPs, and if we subtract the
eighteen QPs that I labelled as “Borderline QP-QT poems” from this number, there are only
fifty-five highly prototypical qalandariyât poems. The vast majority (179) of the poems in
these sections are QT qalandariyât, and nineteen of them could possibly be considered QPs.
But even if we subtract these poems from the QT ranks, the overwhelming majority of poems
in these qalandariyât sections are QT poems. Most perplexing of all, however, is this point:
of these 179 QTs there are a staggering 106 poems that I have categorized as “Borderline QTNQT poems.” These poems, in my estimation, display only the most insignificant qalandari
elements or none at all that I can perceive. What is going on here?
One answer strongly suggests itself
when we look at how these data map onto the
MiM and KM manuscripts. There is a significant distinction between the types of poems
classified as “qalandariyât” in the MiM and
KM manuscripts (see figures 2-3). According
to my classification, 60 of the 92 poems in
the qalandariyât section of MiM are QPs (10
of which may be QT poems), and an additio-
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nal 4 QT poems of MiM may also be QPs. In
a comparative perspective, this means that 60
of the total 73 QPs are found in MiM, while
KM only has 23 QPs out of a total of 176 poems in its qalandariyât section. The overwhelming majority of poems in KM’s qalandariyât section are QT poems—153 to be exact—and even a large majority of them are
not strongly QT. I have classified 98 of these
poems as “Borderline QT-NQT poems” (see
figure 4). Given this rather significant difference in the poems of MiM and KM’s qalandariyât sections, it is not surprising that 79 of the
QT qalandariyât in KM are actually classified by the compiler of MiM as ghazaliyât.
From my own reading of these poems, I
would concur that many of the qalandariyât
in KM appear to be primarily (and sometimes entirely) love lyrics (ghazaliyât).
Sometimes it is even difficult to find any qalandari themes in many of KM’s QT poems.
One wonders then to what extent the compiler of the KM manuscript understood the thematic horizons of the qalandariyât genre or,
alternatively, if the generic term qalandariyât
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had come to have a different meaning in the specific place and time period of KM’s compilation. This incongruity could also be another indication that the KM manuscript should be dated much later than the original late twelfth-century estimate, as de Bruijn suspected as well.112
It is difficult to draw any firm conclusions on these lingering questions given the
paucity of similar manuscripts. However, one point that clearly emerges from this analysis is
that there is much more thematic congruency between the qalandariyât of the MokhtârNâmeh and the MiM manuscript than between either of these two earlier sources and the later
KM manuscript. The significant discrepancy between the poems classed as qalandariyât in
these manuscripts is important because over-emphasizing the far greater number of QT poems and, especially, QT-NQT poems in the KM qalandariyât section distorts the much higher
congruency of qalandari themes that can be seen in the older Mokhtâr-Nâmeh and MiM’s qalandariyât. This does not mean, of course, that we should dismiss the poems in the qalandariyât section of KM. It has a number of excellent examples of prototypical qalandariyât
QPs—several of which do not appear in the MiM at all. But we should regard it and its thematic divisions with a bit more skepticism and be critical of generalizations about the qalandariyât category that lump together the qalandari poems of the MiM and KM manuscripts.
Studying the Qalandariyât through Computational Textual Analysis
The analysis in the preceding section is predicated on my “close reading” of the 252
qalandariyât poems in the MiM and KM manuscripts. While close reading is an irreplaceable
tool for any serious literary scholar, it does have certain drawbacks: foremost of which is that
it becomes prohibitively time-consuming as the number of works one considers increases. It

112.On the dating of KM, see: de Bruĳn, Of Piety and Poetry, 99-100. A comprehensive study of all of the
poetry of KM’s thematic sections would help us answer this question. Although it is pure speculation, my
personal inclination is that the compiler of KM may have been working from an older manuscript (such as
MiM) that contained the thematic sections (e.g., zohdiyât, qalandariyât, ghazaliyât) and thus adopted them,
but without entirely understanding them or, at the very least, without careful attention to their thematic
horizons in his or her categorization of poems into each thematic section.
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is not practical—and in some cases literally impossible—to close read the number of texts
necessary to answer broad literary-historical questions such as the development of genres or
stylistic features over hundreds of years of literary history or to tabulate the complex statistics
of minute lexical features used in authorial attribution research. “Distant reading” or
“macroanalysis” of literature—as Franco Moretti and Matthew Jockers, respectively, have
termed it—developed in response to these limitations. The field is still in its infancy and is
quite variegated, but practitioners of these new forms of literary analysis are broadly united
by their drive to leverage the computational power of computers and statistics to study literature and other cultural products in novel ways. These computational methods are not
panaceas, as most of their practitioners readily admit, but they do enable scholars to study
textual corpora at a scale and level of lexical and statistical complexity that would be unimaginable for an individual researcher engaged in “close reading” only to complete even during
their entire scholarly career.113 These modes of analysis, as the prominent scholar of English
literature and digital humanities Ted Underwood reminds us, should not be regarded as
“black box[es] that produc[e] authoritative results,” but rather as “flexible way[s] to explore
large collections [of texts]” in a formalized and scalable way that actually “dovetail rather
well with humanistic insights like historicism [i.e., a field of literary studies].”114
One of the newest forms of macro literary analysis is a type of text mining called
“topic modeling” (TM). Developed in the early 2000s by the computer scientist David M.
Blei, it is a type of probabilistic modeling that utilizes Latent Dirichlet Allocation (LDA) to
identify the “topics” that are represented in a corpus of texts and then determine the relative
frequency of each topic in each constituent text. The topics identified by TM’s “suite of algo-

113.For an overview of this emerging field, see: Jockers, Macroanalysis; Moretti, Distant Reading; Erlin and
Tatlock (eds.), Distant Readings.
114.Underwood et al., “Mapping Mutable Genres in Structurally Complex Volumes.”
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rithms,” as Blei terms it in a more humanities-accessible overview, can be understood as
“patterns of tightly co-occurring terms” or “groups of terms that tend to occur together in
documents”—in short, what we term “themes” or “generic features” in literary analysis (although one will also find other patterns as well, such as frequent co-occurring rhyme words,
excerpts from other languages, or OCR mistakes).115 Despite TM’s extraordinary computational and statistical power—which if you are interested in, I would encourage your to check out
the complex mathematics behind it in Blei et al. 2003—its output does not give a researcher
any straight-forward answers, as Blei candidly admits. It produces a statistical “framework”
of the topic distributions across and within the corpus’ texts for the researcher to then explore,
interpret, and utilize for other types of analyses.116 Research only really begins when the TM
scripts have finished running on the corpus you train them on.
TM’s focus on discovering re-occurring topics or themes would seem to naturally
lend itself to the macroanalysis of genres in large corpora. Few attempts, however, have been
made to apply topic modeling to the study of literary/poetic genres.117 The reasons for this
dearth of studies is not entirely clear, but it may be partially attributable to the longer history
of using stylometric forms of analysis based on Most Frequent Word (MFW) or Language
Action Type (LAT) usage across texts in genre studies. Studies by Michael Witmore and
Jonathan Hope, Allison et al. (Stanford Literary Lab), and Jockers have all demonstrated the
considerable utility of these computational approaches for generic classification of literary
works.118 Unfortunately, these more well-tested methods of computer-assisted generic classi115.For an accessible overview of topic modeling, probabilistic modeling, and LDA and their relevance to the
humanities, see: Blei, “Topic Modeling and Digital Humanities.” For a highly technical overview, see: Blei,
Ng, and Jordan, “Latent Dirichlet Allocation.”
116.Blei, “Topic Modeling and Digital Humanities.”
117.There are a few unpublished conference papers by Christof Schöch on using topic modeling for the study of
literary genres, but there is no published, peer-reviewed work that I have found. Schöch’s preliminary work
corroborates what I will argue below as well: topic modeling is quite useful in the classification of literary
genres. See: Schöch, “Topic Modeling French Crime Fiction”; Schöch, “Topic Modeling Genre.”
118.See: Hope and Witmore, “The Very Large Textual Object”; Witmore and Hope, “Shakespeare by the
Numbers”; Hope and Witmore, “The Hundredth Psalm to the Tune of ‘Green Sleeves’”; S. Allison et al.,
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fication are not applicable to the shorter forms of poetry (e.g., ghazals and even shorter
qasidehs) being studied here due to the comparatively small size of these texts. (Most types
of stylometric analysis work best with documents composed of several thousand words each,
although some successful studies with shorter documents have been done).119 TM is sensitive
to text length too, but not nearly to the same degree, and it has been used successfully with
corpora corresponding to the medieval Persian poetry corpus under consideration here.120 It is
thus both a necessary and natural choice for analyzing thematic genres in medieval Persian
poetry.
For the purposes of the present inquiry, I designed a small case study of Sanâ’i’s poetry on the supposition that I could leverage the statistical output of TMing this corpus for
generic classification. I first took all 1,273 poems in the Persian Digital Library (PDL)’s version of Sanâ’i’s divân and eliminated any poems that were less than four lines (beyts) (poems
under four lines would likely be too small to produce statistically reliable results in TM).121
This brought the number of poems to 740 in total. Since I was primarily interested in testing
my assertion above that the qalandariyât division in the MiM manuscript does represent a
useful category of analysis, I then labelled the 347 of these poems that appear in the MiM
manuscript according to the generic classification that the editor of this manuscript assigned
them. I designated panegyric poems (madhiyât) by “M,” amatory lyrics (ghazaliyât) by “Gh,”

“Quantitative Formalism”; Jockers, Macroanalysis, 68-101.
119.See overview here: Eder, “Does size matter?” Although Eder’s study discusses primarily stylometric
authorial attribution methodology, the same basic computational methods can also be used (with some
modifications) to categorize texts into generic and stylistic categories, as the work of David L. Hoover and
Jockers has shown. See: Hoover, “Multivariate Analysis and the Study of Style Variation”; Jockers,
Macroanalysis, 68ff.
120.Rhody, “Topic Modeling and Figurative Language”; Rhody, “Ekphrastic Revisions”; Jian Tang et al.,
“Understanding the Limiting Factors of Topic Modeling via Posterior Contraction Analysis.” Tang et al.
provide a very technically complex study of the issue of corpus size and document length, and while they
do not give specific numbers (unfortunately and inexplicably), they do use texts in their study fifty words
and over. The vast majority of texts in my corpus would make this cut, and regardless, Rhody includes
some poems in her successful topic modeling experiments with less than fifty words.
121.See preceding footnote on this point. My reasoning here is that poems under four lines, after stop words are
removed, would likely go too far under the fifty word limit discussed in the preceding footnote.
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religious-homiletic poetry (zohdiyât) by “Z,” qalandariyât by “Q,” and poems that did not
appear in the MiM manuscript by “N.” While this was a labor-intensive process, it enabled
me both to computationally test my hypothesis about the MiM classification schema and also
to ground myself historically in a medieval litterateur’s understanding of these thematic
types. If the TM data supported my hypothesis, my reasoning went, then this experiment
would demonstrate both the validity of the MiM’s thematic categories and the utility of this
TM method for generic analysis of medieval Persian poetry more broadly.
For this experiment, I elected to use the topicmodels package in the open source, statistics software environment R to perform TM on my selected corpus of Sanâ’i’s poems.122
After pre-processing the texts with tm (R Text Mining package) and some additional code I
wrote,123 I then fed the texts into the topicmodels package (using parameters within recommended ranges) and visualized the results with the LDAvis package.124 TM is an iterative and
experimental process, as any researcher who has utilized it will tell you. I ran the R TM script
on the 740 Sanâ’i poems dozens of times, and carefully studied the interactive LDAvis visualizations and topic wordlists (see image of LDAvis visualization in figure 5). I experimented
with TM based on 9-50 topics and fine tuned my stop list and ad hoc fixes for common grammatical and orthographical issues in the Persian corpus that were not addressed by the

122.Gruen and Hornik, “topicmodels: An R Package for Fitting Topic Models”; “R: A language and
environment for statistical computing.” The poems I am using for these experiments are a slightly modified
form of Sanâ’i’s poems from his divân in the Persian Digital Library (PDL).
123.On the tm R package, see: Feinerer, Hornik, and Meyer, “Text Mining Infrastructure in R”; Feinerer and
Hornik, “tm: Text Mining Package. R package version 0.6-2.” As part of my pre-processing, I constructed a
Persian stop list that removed high-frequency function words and other common words/verbs that were
found throughout the corpus and thus skewed the initial TM experiments. This is standard practice in TM,
but it is an aspect of TM in Persian that needs to be refined and studied. The entire process of preprocessing, creating better stop lists, and normalizing all of the texts in the larger Persian Digital Library
corpus is currently being done by the Roshan Initiative for Persian Digital Humanities (PersDig@UMD) at
the Roshan Institute for Persian Studies at the University of Maryland, College Park. While this work is not
ready currently to be incorporated into this study, it is slated for completion in late 2016-early 2017 and will
be incorporated into revisions of the present work.
124.On the LDAvis R package, see: Sievert and Shirley, “LDAvis: Interactive Visualization of Topic Models
(0.3.2).” For the full R code that I used in this experiment, see Appendix IV.
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standard tm package. Much work, however, still needs to be done on all of these fronts, and I
will explore these issues in separate study on the process and best practices for TM medieval
Persian poetry.
As I had anticipated, a coherent “qalandari” topic appeared in varying degrees in TMs
built on anywhere from 9-50 topics. This topic contained the terms that expert close readers
of these poems—from de Bruijn and Shafi’i-Kadkani to myself—have consistently identified
as prototypical of this theme/poetic type. After I adjusted the λ-value in the LDAvis visualization to 0.6 (recommended practice to filter out words common in other topics), the following
highly prototypical qalandariyât terms appear in the top-30 terms of this “qalandari topic” in
a 16 topic TM:125 kharâbât (dilapidated winehouse), towbeh (repentance), zonnâr (non-Islamic cincture), qallâsh (rogue), zâhed (ascetic), kharâbâti (haunter of dilapidated winehouse),
125.The process for determining the optimal number of topics for TM experiments is similarly an experimental
process. While a distinct “qalandari topic” appears in TM based on a wide range of topic numbers, I found
that TM based on 12-20 topics seemed to be the most illustrative for this corpus of Sanâ’i’s poems. For
studies on topic “coherency” and “expert evaluation” of TM topics, see: Chang et al., “Reading Tea
Leaves”; Mimno et al., “Optimizing Semantic Coherence in Topic Models.”
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zohd (asceticism), mey-khâneh (winehouse), sowme’eh (christian monastery), ‘eshrat (feasting, pleasure, revelry), pârsâ’i (piety), kharâbi (being wasted), rend (libertine), kam-zan
(self-deprecator), and a series of terms related to wine (bâdeh, jâm, sâqi, qadh, ratl).126 Many
of the terms most closely associated with the qalandariyât, such as kharâbât, zonnâr, qallâsh,
kharâbâti, mey-khâneh, sowme’eh, bâdeh, and kharâbi, occur almost exclusively in this particular topic, indicating that it is a “strong” topic.
The fact that a clear “qalandari topic” emerged from these TM experiments is not itself surprising. Even if qalandari themes only functioned as isolated ma’nâ in medieval Persian poetry and never developed into a coherent thematic type of poetry (qalandariyât) (as
Shafi’i-Kadkani et al. have argued), we would still expect such a qalandari topic to emerge
from TM. In order to utilize these data for the study of thematic types at the level of the
whole poem, in other words, we still need to go one step further and look more specifically at

126.On adjustment of λ-val to 0.6, see: Sievert and Shirley, “LDAvis: A Method for visualizing and interpreting
topics.”
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the “Topic Probabilities” statistics that are produced for each document in the corpus. The
topic probabilities output is typically organized into a large table (like the example in figure
6), with the names of each document in the corpus organized alphabetically in the first column and the remaining columns dedicated to recording the relative frequencies of each topic
in each document. In other words, reading the table from the left to the right, the reader will
find the document ID in column 1, and then as they move horizontally along the same row,
they will see the relative frequencies of each constituent topic in this specific document.
The quantity and complexity of these data can be overwhelming—especially when
you have hundreds or thousands of documents and a dozen or more topics. However, it can
be visualized and arranged easily into a number of different useful and more interpretable formats. The LDAvis interactive visualization pictured in figure 5 is one such example, but there
are also other more simple ways to visualize these same data, such as word clouds or a large
array of different types of graphs. For my purposes here, there was an intervening step that I
needed to take in order to make these data speak to my interest in poetic classification more
broadly and the qalandariyât specifically. Namely, I needed to re-order the “Topic Probabilities” table on the basis of the frequency of the “qalandari topic” in each document, leaving
me with a new table that had all of the documents listed in descending order from the most
“qalandari” to the least. The results were striking.
On the whole, they confirmed what I argued above from my own close reading of the
qalandariyât: there is a logic to the classification schema of the MiM manuscript and the cat-
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egory of “qalandariyât” clearly captures a thematic type of poetry at the general level. When
we look at the order of the documents in the table re-ordered by frequency of the “qalandari
topic,” we see that the vast majority of the poems that the MiM editor classified as qalandariyât appear at the very top of this new table
(see snapshot of this re-ordered table in figure
7). Specifically, 59 of the 92 poems that the
MiM editor placed in the qalandariyât section
appear in the top 30% of the 347 total poems in
the MiM manuscript, with the remaining 33 qalandari poems decreasingly spread across the re-
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maining 70% of the documents (figure 8). Note, this 59 number is remarkablely similar to the
number of poems that I identified from my close reading above as constituting QPs (60, to be
exact). This group of poems, I would argue, represents a set of largely monothematic or
“strongly qalandari” poems that deserves to be recognized as a coherent thematic type of poetry—even a “genre.”
This is not to say, of course, that the remaining 33 poems have no claim on the qalandariyât category. It does indicate, however, that they may be different types of qalandari poems: not monothematic qalandariyât, but rather atypical qalandariyât or polythematic poems
with significant qalandari elements that led the editor to classify them into this category (after
all, in a divân organized exclusively on the basis of thematic divisions, all poems do need to
be classified into one or another thematic type). (I will return to this topic of the different
types of qalandariyât poems in the subsequent section). We should also not dismiss the possibility that some of these classifications could be erroneous or idiosyncratic to this particular
divân editor—which is not to say, as Shafi’i-Kadkani has asserted, that we should dismiss the
validity of this editor’s classification altogether. There will always be exceptions and idiosyncrasies in every actual classification effort and dataset.
The broad trends in the data, however, are clear, and become even more interesting
when we map the distribution of the ghazaliyât (Gh), madhiyât (M), and zohdiyât (Z) in the
re-ordered table onto this same graph (figure 9 below). In this graph, poems labelled by the
editor of the MiM manuscript as belonging to the Gh, M, Q, and Z categories each primarily
occupy one region of the graph while also overlapping with others. This is especially clear in
the cases of the Q, Gh, and M poetry, with the Qs dominating the first third of the graph, Ghs
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the middle third/half, and Ms and, to a lesser extent, Zs the final fourth/third. The relative
topic frequency of the “qalandari topic” in each poem reflects a broader lexical difference in
these poems, substantial enough that it can be marshaled to differentiate and order these four
types of poems into three different regions of this “qalandari-ness” graph.
The fact that poems from each category both have their own regions of dominance
(populated by what we might interpret as their most prototypical specimens) and bleed into
other categories’ dominant regions is to be expected. As Lewis has argued, thematic types in
early medieval Persian poetry should be understood as “overlapping sets and sub-sets of thematic, typological and rhetorical strategies” whose “symbols, imagery and thematics...are by
no means restricted to that particular genre and often bleed into those of a related topos, scene
or mood...” Adding a cautionary note, he continues: “This does not necessarily constitute evidence that the genre categories are artificial, were unperceived as such by the ancient authors
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or that no poem can ever be assigned to a single genre...”127 The graph above corroborates
Lewis’ argument: we simultaneously see both coherent thematic genres and generic overlap,
real generic signals and their fuzzy borders that “bleed” into one another.
Furthermore, it should be noted that the nature of the TM method may also be distorting the distribution/classification of these poems along this “qalandari-ness” spectrum to
some degree, making them appear to statistically overlap more than they actually do. Since
TM has no way to distinguish a sincere from a parodic use of a particular term, the co-occurrence of numerous prototypical panegyric and religious-homiletic terms in qalandari poetry
(where qalandari poets invert and parody them in their carnivalesque poetic world, e.g., zohd,
towbeh, ‘elm, kherad, ‘aql, madh, din, Qur’an, kâfer, hekmat, moslemân, shar’ ) will likely
make these three types of poetry appear more computationally similar than a close reading
would reveal them to be.128 It is a testament to the strength of this method that despite this
possible distorting effect it is still able to differentiate these poetic types as well as it did.
The TM method employed here is not perfect and still needs further refinement and
testing. Future studies need to add the works of additional poets and re-organize and graph
the resulting “Topic Probabilities” table on the basis of other thematic topics for additional
insights on thematic groupings in early Persian poetry. (Such broader studies are a part of my
larger research agenda for “distant reading” Persian literature). The initial results of this limited case study of Sanâ’i’s poetry do indicate, however, that this TM method is capable of capturing a thematic “genre signal” from these poems and categorizing them appropriately at a
broad level of analysis. Most importantly for the purposes of the present study, it also computationally corroborates the validity of qalandariyât as an analytical category for studying ear127.Lewis, “Reading, Writing and Recitation,” 438-40. Lewis makes a similar point in: Lewis, “The
Transformation of the Persian Ghazal,” 123-24. And he makes this point about qalandariyât poetry
specifically in: Lewis, “Reading, Writing and Recitation,” 560.
128.On the qalandariyât’s inversion and parody of religious-homiletic and royal panegryic poetry, see chapter
two of this study.
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ly medieval Persian poetry.
Deconstructing the “Qalandariyât,” or Towards a New Typology
In the preceding sections, I have argued that the qalandariyât should be regarded as a
thematic type in early Persian poetry. Manuscript evidence, close reading, and TM data all
support this conclusion. While this is certainly a crucial point, it is only part of the story. Collapsing all of the qalandariyât into this one monolithic generic category is as problematic as
denying its analytical utility. There is a great deal of internal differentiation among these poems, and we need to deconstruct this category in order to arrive at a more fine-grained understanding of how medieval Persian litterateurs understood it and employed it as a classifier.
J.T.P. de Bruĳn, one of the only scholars to take the qalandariyât seriously as a poetic
genre, recognized this internal diversity in his early (and unfortunately quite brief) study,
where he classified them into one of three “rough” categories:
a. Poems in which the term kharābāt (literally meaning the ruins) plays a leading part, both as far as form and content are concerned.
b. Poems marked by the presence of a short narrative or sometimes no more
than an anecdotal trait, based upon qalandarī motifs.
c. Poems in which qalandarī motifs are used as one of the many ingredients in
an andarz poem, and as such, is mingled with motifs belonging to other genres
(most of Sanā’ī’s qalandarī poetry is of this type).129
Although I am not in complete agreement with de Bruĳn’s preliminary classification, his
recognition that there are constituent subtypes within the broader category of qalandariyât is
an important insight that needs to be built on. It also dovetails well with Lewis’s argument
that the “[formal] ghazals” of Sanâ’i (i.e., short, monothematic poems) can be divided into
smaller, “fluid and not fixed, illustrative and instructive rather than absolute” thematic “genres” or “sub-genres.”
It seems necessary to me, at least in the period up to Hâfez, to deconstruct the
notion of the ghazal and to recognize that different topoi with various and perhaps mutually exclusive semiotic horizons should be considered as separate

129.de Bruĳn, “The Qalandariyyāt in Persian Mystical Poetry,” 79.
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genres and not merely as a static entity, the ghazal. The wine ode, the dying
love poem, the love enjoyed theme, the ascetic, the mystical, the qalandari, the
Sufi initiation, the courtly praise theme, perhaps all should be seen as different
genres which only gradually grew to share a common formal structure.130
While some may take issue with this or that category, the thrust of Lewis’ point here is that
the shorter, monothematic poems of this early period are not one monolithic genre—“ghazals,” as they would all later be labelled—but rather need to be disaggregated into more exact
types. This is an important point for understanding stylistic and generic development in medieval Persian poetry; it is not just a pedantic exercise for literary taxonomists.
Poems that medieval Persian litterateurs placed in the qalandariyât category evince
similar internal differentiation on both the formal and thematic levels. Some of these distinctions are immediately apparent—such as the differences between panegyric and na’t poems
with qalandari sections/elements and the shorter monothematic varieties—while others are
more difficult to discern. Below I have provided my heuristic typology of qalandari poems
with a brief discussion of each sub-type and citations of prototypical examples. In this section
I only discuss each type in general terms. In later chapters I provide close readings of specific
poems belong to each type.
Monothematic Qalandariyât
(1) Rogue Poetic Anecdotes
Examples: Sanâ’i: 89-90 (possibly “rogue figure” poem too, master), 128-129 (possibly
“rogue figure” poem too), 163, 666-668; ‘Attâr: 11-12, 120 (our master),131 193-195 (our
master), 209 (our master), 221-222 (our master), 361; Erâqi: 84-85 (master).132

130.See: Lewis, “Reading, Writing and Recitation,” 36, 106-107, 438; Lewis, “The Transformation of the
Persian Ghazal,” 136. The generic category of ghazal/lyric is understood in post-Hafezian Persian poetry to
be a formal-prosodic category. However, Lewis’ research has demonstrated that in the earliest period of
Persian literature this term seems to primarily refer to a thematic category of “love” poems, and only later
develops into a strictly formal category (Lewis, “Reading, Writing and Recitation,” 35-69). Bausani argues
that the “technical” ghazal emerges with Sa’di, see: Bausani, “G̲h̲azal, ii. in Persian Literature.”
131.The poems designated with “master” or “our master” in parentheses revolve around the figure of the poet’s
“master” (piri, pir-e man/mâ), and for this reason many could also be considered “rogue figure” poems as
well. “Our master” poems that had a strong and sustained narrative throughout the poem I classified into the
“rogue poetic anecdote” category and those not predicated primarily on a narrative were classed as “rogue
figure” poems. However, the exact border between these two categories is sometimes blurry.
132.All pages numbers cited in this section for poems from Sanâ’i’s divân are from Rezavi’s edition. All pages
numbers cited for poems in this section from ‘Erâqi’s divân are from Mohtasham’s edition. All pages
numbers cited in this section for poems from ‘Attâr’s divân are from Tafazzoli’s edition.
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Discussion: The “rogue poetic anecdotes” are a fairly well-developed class of poems that focus almost exclusively on relating an anecdote or an encounter between the poetic persona
and other figures, sometimes with a lengthy dialogues included. There is an important difference, in my view, between poems like these that are structured primarily on one poetic anecdote and those that contain narrative sections amidst others.133 Most of these poems are quite
lengthy (some even run over 20 lines), but not all are this long.
(2) Rogue Boasts (Spiritual Mock-Fakhr)
Examples: Sanâ’i: 73-74 (rogue ode too), 359-360 (again),134 393-394 (rogue ode too),
401-402; ‘Attâr: 41, 120 (rogue anecdote too), 200-201 (our master), 389-390, 390-391,
391-392, 392-393, 486, 486-487, 491, 491-492 (again), 499, 506-507, 509-511; Khâqâni:
629, 630-631, 643; ‘Erâqi: 102-103, 103, 105-106 (again), 106-107, 107-108 (rogue ode too),
183-184 (again), 245 (again), 280-281, 297 (again)135
Discussion: Rogue boasts, or qalandari fakhr (mock-fakhr), focus on the enumeration of disreputable acts—almost like a poetic performance of blame-seeking behavior. They read as
rogue confessions or manifestos, with the poet proudly listing his litany of misdeeds done in
service of the qalandari way. (This may be what Lewis is gesturing towards when he remarks
in his discussion of a selection of Sanâ’i’s qalandari ghazals that some have an “anthem-like
quality, celebrating spiritual virtues of debauchery”).136 They are one of the most widespread
sub-types of qalandari poetry. Many—although not all—are based on an end rhyme of -am or
-im.
(3) Rogue Figure Poems
Examples: Sanâ’i: 25-26, 89 (maybe shahr-âshub too), 89-90 (rogue poetic anecdote too)
128-129 (poetic anecdote too), 135-136, 1008-1009; ‘Attâr: 65-66, 158-159, 177-179, 227,

133. There are certain similarities between these qalandari anecdote poems and the “fable-like” poems of Nâsee Khosrow. See: Rafinejad, “‘I Am a Mine of Golden Speech’,” 48.
134.Poems designated with “again” in parentheses are poems which contain the common motif of the poet,
poet’s beloved, or poet’s master “again” (degarbâr) returning to the qalandari way, breaking their
repentance, etc.
135.All pages numbers cited for poems in this section from Khâqâni’s divân are from Sajjâdi’s edition of
Khâqâni’s divân.
136.Lewis, “Reading, Writing and Recitation,” 560.

57

360, 433-435, 435, 435-436, 488, 539-540, 585-586, 603-604, 638-639, 643-644, 659-660,
666-667, 693-694, 695-696; ‘Erâqi: 101-102, 245-246 (maybe shahr-âshub too)
Discussion: “Rogue figure” poems are distinguished by their almost exclusive focus on one
of the transgressive figures of the qalandari poetic world, such as the magian youth (moghbachcheh), christian youth (tarsâ-bachcheh), infidel youth (kâfer-bachcheh), qalandari Turk
(tork-e qalandar), young man (pesar), mock-master/disgraced master (piri, pir-e mâ), slave
(gholâm), or even the cupbearer (sâqi). They read as mock-panegyrics in the sense that they
are poems dedicated to anti-heroic, rogue figures or mock-masters whose antinomian deeds
and remarkable carnivalesque qualities they celebrate. These poems sometimes have a narrative element to them as well, although they are not essentially concerned with relating a single anecdote like the “rogue poetic anecdotes.”
Lewis has written an article on this type of poem in ‘Attâr’s divân. He argues that ‘Attâr’s “christian youth” (tarsâ-bacheh) poems are a “topical sub-genre of [his] ghazals,” estimating that about 15 of the 872 ghazals in Tafazzoli’s edition can be classed in this sub-genre
(i.e., circa 2% of his ghazals). (I would actually put this number a bit higher, as you can see
above).137 I agree with him that this should be considered a “topical sub-genre” of ‘Attâr’s poetry, but I think this type of poem is best read as a sub-genre of the larger qalandariyât genre
of ‘Attâr’s poetry because the “christian youth” (tarsâ-bacheh) topos shows up in several of
the robâ’iyat that ‘Attâr places in the qalandariyât section of his Mokhtâr-Nâmeh.138 It is also
noteworthy that these poems are frequently grouped together in the early Majles 2600 manuscript of ‘Attâr’s divan, which is another indication that Persian literateurs of this period understood these to represent a genre or sub-genre of sorts.
Lastly, it is also worth noting that the “rogue figure” subtype is clearly far more associated with ‘Attâr than any other poet. Although Sanâ’i and ‘Erâqi have a few examples of
this poetic type, it is ‘Attâr who is the primary producer of these poems.

137.Lewis, “Sexual Occidentation,” 717.
138.See three different examples in the opening pages of the qalandariyât section of ‘Attâr’s Mokhtâr-Nâmeh:
‘Attâr, Mokhtâr-Nâmeh, 292-93.
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(4) City-Disturber (Shahr-âshub) Poems
Examples: Sanâ’i: 89 (maybe rogue figure too), 141; ‘Attâr: 224; ‘Erâqi: 73-74 (wine), 74-75
(love), 76-77, 151-152, 245-246
Discussion: In the qalandariyât sections of both the Mokhtâr-Nâmeh and Sanâ’i’s early manuscripts, we see poems that read as early specimens of “city-disturber” (shahr-âshub, or less
commonly, shahr-angiz) poetry.139 While not identical to all types of later shahr-âshub poetry, they share important affinities and should be considered as close relatives, if not immediate generic family members. They are distinguishable by their development of variations on
the basic plot of a beautiful, roguish beloved who comes into town (often to the market
specifically) and throws the entire town into a happy chaos because of the love he evokes in
all who come into contact with him. He upends the foundations of the entire city and everyone in it: individuals loose their (rational) minds and forsake their religious commitments,
entire social spaces (e.g., markets, winehouses) burst into commotion, and the true lovers
willingly head to gallows. (The two ‘Erâqi poems designated with “love” and “wine” after
their page number citation appear to be a variation on this type where the role of the “city disturber” is played by wine and love instead of a particular beloved). These poems all could, in
a sense, even be viewed as a sub-type of the “rogue figure” poems since they focus primarily
on a rogue figure, his transgressive actions, and the disruptive consequences of his presence
in an area.
(5) Rogue Exhortation Poems
Examples: Sanâ’i: 179-80, 295, 311-312, 312, 408, 480-481, 481-482, 482-484, 496,
496-497, 627, 506, 585-586, 586; ‘Attâr: 504-505; Anvari: 859; ‘Erâqi: 78-80, 80-81140
Discussion: “Rogue exhortation” poems are, as their name indicates, centered on their repeated imperative commands or implied exhortation to their imagined audience to take up the
carnivalesque qalandari way of life and reject normative modes of piety and social life. (Un-

139. For more on the shahr-âshub genre, see: Golchin-Ma’âni, Shahr-âshub dar she’r-e Fârsi; Lewis,
“Reading, Writing and Recitation,” 576; Sharma, “Generic Innovation in Sayfi Bukhârâi’s Shahrâshub
Ghazals”; de Bruĳn, “Shahrangīz 1. In Persian.”
140.All pages numbers cited for poems in this section from Anvari’s divân are from Modarres Rezavi’s edition.
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surprisingly, this type of poem frequently—though not always—has an imperative verb form
as its end rhyme/radif). Some are short and read like playful instructions to a novice “haunter
of the winehouse” (kharâbâti) and appear closer to “rogue ditties” in tone and structure. Others are longer and take a more didactic tone, making them more akin to “rogue homilies.”
Sometimes the boundary between the longer, didactic “rogue exhortations” and “rogue homilies” is fuzzy, and it is debatable whether the short, ditty-esque “rogue exhortation” poems
and these longer ones should be in the same category.
(6) Rogue Odes and Ditties
Examples: Sanâ’i: 26, 73-74 (rogue boast too), 74, 74-75, 75, 75-76, 80-81, 98-99, 128-129,
163, 335-336, 337-338, 358, 393-394 (rogue boast too), 653-654; ‘Attâr: 33-34, 192-193 (our
master); Anvari: 784-785; Khâqâni: 630-631; Erâqi: 77-78, 80, 98-99 (mock-ubi sunt),
100-101, 107-108 (rogue boast too), 108-109, 236-237, 246-247
Discussion: “Rogue odes” are typically at least 10 lines long and sometimes run into the high
teens. Their most defining feature is their more well-developed internal structure and segmentation. They can often be divided into several separate but interrelated sections. Some evince
a tripartite structure (strophe, antistrophe, metastrophe) that makes them appear like miniqasidehs with interchangeable thematic sections of mock-fakhr, apostrophe/exhortation,
anecdote, and/or homily with a short (1-2 line) concluding cap.141 Others exhibit a chiastic/
ring design or equal segmentation into (roughly) 2-4 line sections.
While most of the monothematic qalandari poems that appear in the qalandariyât sections of Sanâ’i’s early manuscripts are longer poems (10+ lines), there is a small collection of
shorter poems that I have labelled as “rogue ditties.” This category is admittedly somewhat
inexact and underrepresented, but the shorter length of these poems may be indicative other

141. On reading shorter Persian poems like ghazals as mini-qasidehs, see: Meisami, “A Life in Poetry.” The
length and structure of the “rogue odes” and “rogue poetic anecdotes” have certain similarities with the
khamriyât of mohdathun poetry that makes them often appear more akin to them in terms of form and
structure than classical (post-thirteenth century) ghazal poetry. Similarly, I suspect that what Helmutt Ritter
vaguely gestures towards as the stronger qalandari elements in ‘Attâr vs. Hâfez (more “mild” in Hafez) may
actually be a sign of the gradual disintegration of the qalandariyât as a stand-alone monothematic genre as
qalandari motifs came to be more fully integrated into the later technical ghazal’s standard set of amatory
and anacreontic topoi. These speculations need to be investigated further. See: Ritter, The Ocean of the
Soul, 502-506, 519.
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important differences (75-76, 80-81, 653-654).
Polythematic Poems with Qalandari Topical Units
(1) Rogue Panegyrics
Examples: a poem attributed to Borhâni (d. 1072-3) in Mohammad ebn Badr Jâjarmi’s
Mo’nes al-ahrâr fi daqâ’eq al-ash’âr and a panegyric for Sharafshâh Ja’fari by his son, Amir
Mo’ezzi (d. ca. 1147-1157); ‘Erâqi 311-314.142
Discussion: While there are a few purportedly earlier qalandari robâ’iyât (discussed in the
introduction to this study), the poem attributed to Borhâni in Mohammad ebn Badr Jâjarmi’s
Mo’nes al-ahrâr fi daqâ’eq al-ash’âr may be the oldest example of a non-robâ’i qalandari
poem that remains extant. The mention of a “Ja’fari” king in the final line of the poem indicates that it may have been an introit (nasib) of a longer panegyric poem or possibly an early
panegyric ghazal. We cannot be sure though because Borhâni’s divân has been lost. Its similarity to his son’s nasib for a panegyric for Sharafshâh Ja’fari would seem to make the former
position more likely. However, to complicate matters, it is also almost identical to a qalandari
poem attributed to Sanâ’i in the MiM (Melli-ye Malek) manuscript.
The second poem in this category is the aforementioned panegyric by Mo’ezzi. It is a
fifty-one line panegyric qasideh with a qalandari nasib dedicated to his patron, Fakhr al-Din
al-Ma’âli Abu ‘Ali Sharafshâh Ja’fari. While this type is certainly rare, it is notable for its
early appearance in the history of qalandari poetry and significant formal differences from
other qalandariyât. I will discuss these first two poems in more detail in chapter 2.
One additional poem bears mentioning here. It is a monothematic panegyric for ‘Aziz
al-Din Mohammad Haji by ‘Erâqi that employs several qalandari motifs and paints the patron
as a rogue lover of sorts. This poem’s attribution to ‘Erâqi is, however, disputed. Regardless
of the validity of its attribution, it still shows the creative flexibility of the qalandari theme.143

142.Jâjarmi, Mo’nes al-ahrâr (jeld-e dovvum), 481-82; Mo’ezzi, Kolliyât-e Divân-e Amir Mo’ezzi (ed.
Qanbari), 128-30; Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 73–74 (q #27); Mo’ezzi, Divân-e Amir Mo’ezzi (ed.
Âshtiyâni), 113-15. For discussion of the attribution of this poem to Borhâni, see: Mo’in, “Borhâni va
qasideh-ye u”; Shafi’i-Kadkani, Qalandariyeh dar târikh, 297-98 and ‘Abbâs Eqbâl’s introduction to Amir
Mo’ezzi’s divân.
143.‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 311-14.
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(2) Rogue-Infused Praise of the Prophet Poems (Na’t)
Examples: Sanâ’i: 23-24, 181-182, 388-392, 587-589.144
Discussion: These poems use qalandari themes strategically, employing them in varying degrees in key places throughout the poem to praise Prophet Mohammad and reimagine him as
something akin to the lord of qalandars and/or a roguish lover. Like the rogue panegyrics,
there are not many of these poems, but they are again fascinating examples of the versatility
of the qalandariyât category.
(3) Rogue Homilies
Examples: Sanâ’i: 27-28, 32-33, 95-96, 108-109, 295-299, 325-326, 402-404, 404-406,
406-407, 407-408, 409-410, 410-411, 420-421, 428-429, 435-436, 453-454, 454-457,
497-499, 499-500, 577-579, 589-590, 590-592, 596-597, 622-623.
Discussion: de Bruĳn has discussed this sub-type in some detail in his research on the qalandariyât. He remarks that “[m]any of these poems are really religious andarz poems in which
the qalandari elements are only part of a variegated imagery serving as illustration to a point
made in a continuing homily.” They share a common polythematic construction and tendency
towards what we might call an expository or didactic poetic mode in their treatment of more
theoretical topics such as the “reasons” for the winehouse, the meaning of roguery (qallâshi),
connection between love and kofr, etc., as de Bruĳn has argued.145 I would diverge from de
Bruĳn’s treatment of this sub-type on two points. First, I think na’t (praise of prophet) poems
need to be classed as a separate type, as I have done above. And, secondly, in my reading, de
Bruĳn is a little overzealous in placing poems into this category. There is more diversity in
the poems he classifies into this group than his tripartite typology allows for and he puts quite
a few highly dissimilar poems in this category, which I have classed in other groups. I have
reserved this category for truly polythematic poems that tend to be longer than the other more
monothematic poems classified above.

144.I am largely adopting the classifications of de Bruĳn and the editor of the KM manuscript in this section.
The first two poems are identified by de Bruĳn as na’t poems and the second two by the editor of the KM
manuscript.
145.de Bruĳn, “The Qalandariyyāt in Persian Mystical Poetry,” 84-86.
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Poems belonging to these latter two types of polythematic qalandariyât are assigned
to the qalandariyât sections of Sanâ’i’s early manuscripts (Sanâ’i has no “rogue panegyrics”). They should, therefore, not be dismissed. However, at the same time, they are clearly not the most influential type of qalandari poems when we look at the broader landscape of
Persian poetry. The domain where qalandari poetry undoubtedly had the most substantial and
enduring impact was in the emerging field of new monothematic forms of poetry, all of
which are typically grouped under the term “ghazal” in most contemporary studies and divân
editions.
Some of the foregoing categories may come to be rejected or adjusted in subsequent
studies of this poetry. They are only intended to function as a working typology of the qalandariyât—to provide a flexible heuristic framework for the study of this large body of poetry.
Some poems straddle more than one category (as I have indicated in parentheses in the
“example” listings above) and one could also possibly add additional ones, such as the mockubi sunt poem (‘Erâqi 98-99, 247-248), the winehouse conversion poem (‘Attâr 11-12; ‘Erâqi
84-85), among others. Despite these limitations, however, these categories are useful tools for
deepening our understanding of what medieval Persian litterateurs meant when they employed the term “qalandariyât.” They help us disaggregate this broad thematic category and
see patterns that may not otherwise be apparent, such as ‘Attâr’s manifest predilection for the
“rogue youth” sub-type or Sanâ’i and ‘Attâr’s predominance in the production of “rogue poetic anecdotes.” Further studies on these points may show these patterns to be an individual
poet’s idiosyncrasies, or some may prove to be important new insights for the broader study
of stylistic and generic development in medieval Persian poetry.
IV. Conclusion
In the present chapter, I have advanced three principle arguments. First, early Persian
litterateurs were as interested in discussing and categorizing poetry in terms of its thematic
focus as its form, and they developed an elaborate terminological apparatus for this purpose
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(see Appendix II for a more detailed overview). This was a product of both early Persian’s
“theme (ma’nâ)-based” systemic poetics (which developed, following its Arabic forebear, in
response to the esteemed genre of early Persian poetry, the polythematic qasideh) and the
fact that early Persian litterateurs (like their mohdathun Arabic counterparts) began writing
shorter, monothematic types of poetry. One of these thematic types, I argue in the second part
of this chapter, was the qalandariyât.
The manuscript evidence indicates that medieval Persian litterateurs utilized this
generic term during (at least) the eleventh-thirteenth centuries to classify poetry that displayed a relatively well-defined set of antinomian and transgressive themes and symbols. It
was clearly a flexible category, admitting both poly- and monothematic qalandari poems and
not primarily concerned with their formal characteristics. However, as I demonstrate through
both close reading and the computational form of textual analysis called topic modeling, the
poems classed in this category by the editor of the MiM manuscript do evince a coherent
genre signal at a broad level, indicating its validity and analytical utility for the study of early
Persian poetry.
Finally, I conclude by deconstructing the category of qalandariyât into nine subtypes, three polythematic and six monothematic ones. While this typology is admittedly provisional, the broader point I am trying to make through it is that there is considerable diversity in the poems classed in the qalandariyât category, and each qalandari poet engages this
tradition in different ways, developing some types of qalandari poems more than others. This
disaggregation of the qalandariyât does not yield simple answers or nice and neat sub-categories in all cases, but it does provide additional insight into this poetic type as a historical
construct.146
At a broader level, the analysis presented in this chapter shows the genre system of

146. In a certain sense, the analysis in this chapter is an inversion of the typical way medieval Persian poetry is
studied and discussed. That is, instead of beginning with a formal type (ghazal, qasideh) and discussing its
constituent thematic foci, I began here with a thematic type and then worked through its different formal
permutations and thematic sub-genres. The manuscript tradition indicates that this is a historically more
accurate approach for early Persian poetry, but it is also heuristically useful because it is defamiliarizing.
By decentering poetic form as the primary criteria for classification and discussion, it forces us to
reexamine the existing body of poetry from a different angle and question our ingrained assumptions.
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medieval Persian poetry to be far more complex, dynamic, and historically specific than the
standard presentation of the Persian genre system as composed primarily of formal genres
(qasideh, ghazal, robâ’i, etc.) with a few second-class thematic genres (sâqi-nâmeh, habsiyât,
etc.) added on. In different historical periods, poetic themes (ma’nâ) and forms came together
in new ways, sometimes coalescing into enduring thematic types such as the qalandariyât
that in turn engendered new sub-types which later took on a life of their own (e.g., shahrâshub) in a few cases. This was a dialogical process that resulted from complex negotiations
between poetic forms and themes and is not reducible to the traditional narrative of generic
development in which the the ghazal gradually develops out of the polythematic qasideh.
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Chapter 2
The Qalandariyât and the Early Persian Poetic System:
Qalandariyât as Heterotopic Countergenre
and Oppositional Introit
I. Introduction
Themes (ma’nâ) play a number of different roles in the Perso-Arabic poetic system.
They can operate as isolated motifs, larger monothematic sections in polythematic poems
(e.g., nasibs of qasidehs), or, in some cases, develop into discrete monothematic genres (e.g.,
khamriyât, zohdiyât). The first chapter of the present study analyzed the historical development of one of these thematic types, the so-called “rogue lyrics” (qalandariyât), arguing that
it is indeed a coherent thematic type of poetry in the early Persian poetry of Sanâ’i, ‘Attâr,
and ‘Erâqi. The present chapter will extend this analysis to the interrelations of qalandari poetry with other thematic types. The first half will situate the monothematic qalandariyât within its broader field of intertextual/intergeneric relations, and the second half will examine the
use of a qalandari introit (nasib) in a polythematic panegyric poem by Amir Mo’ezzi (d. ca.
1147-1157). Both sections illustrate the necessity of adopting modes of literary analysis that
move “beyond the line [and symbol]” to explore the complex ways in which qalandari poetry
produces meaning through its engagement with panegyric and religious-homiletic poetry.1
II. The Qalandariyât in the Persian Poetic System Part I:
The Qalandariyât as Monothematic Countergenre
Genres—formal or thematic—are not born into a vacuum; nor do they enter a literary
tradition preformed like a Platonic archetypal form. They develop within specific poetic sys-

1.

The phrase in quotes is a playful adaption of the title and central thrust of G.J.H. van Gelder’s important
work, see: van Gelder, Beyond the Line.
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tems, at particular historical moments, and they gradually create a flexible generic “identity”
through a complex process of adopting and modifying the established conventions (e.g., poetic forms, rhetorical figures, motifs) of their respective literary tradition and its constituent
genres. The qalandariyât is no exception. The present section situates the monothematic qalandariyât and its carnivalesque poetics within the early Persian poetic system from which it
emerged.2 It is an attempt to adumbrate its generic interrelationship—that is, the complex
ways in which it adopts and modifies the conventions of other medieval Persian (thematic)
genres in the construction of its own distinct poetics.3 I will argue here that the monothematic
qalandariyât are most productively understood as a heterotopic4 countergenre to courtly panegyric (madh/madhiyât) and religious-homiletic (zohdiyât/mow’ezeh) poetry,5 defining itself
as a genre through its parodic inversion of the poetic and conceptual universe of these other
thematic types. This move to the intergeneric level of analysis is essential because a full appreciation of its poetics is only possible when we understand that each qalandari poem is, in a
sense, a intergeneric and intertextual response to a wide range of other poems and their constituent thematic and stylistic elements.

2.

3.
4.

5.

“Carnival” and “carnivalesque”—in their usage in literary-cultural studies—are theoretical concepts
originally developed by Mikhail Bakhtin for real or imagined spaces in which normal social hierarchies are
inverted, official high culture (including religion and religious rituals) is mocked, and social/religious rules
are suspended. It is a space of symbolic inversion, transgression, “parody,” and “profanation” of all that is
high and holy. It is important to note that there are significant differences between Bakhtin’s original
conception of these terms and the way in which I am utilizing them in my study of the poetic world of the
qalandariyât (for example, there are not any elements of “grotesque realism”—as in Bakhtin’s theorization
of this term—in the qalandariyât). Rather, I am using these terms in a more limited sense to describe the
poetic world of the qalandariyât because of the centrality of symbolic inversion, parody, mockery, and
transgression in this poetry. For more on these terms, see: Bakhtin, Rabelais and His World; Stallybrass and
White, The Politics and Poetics of Transgression, 6-26.
In the first chapter I discuss why I think the terms “genre” or “thematic type” are appropriate for describing
monothematic qalandariyât.
The term “heterotopia” is a theoretical term developed by Michel Foucault for “counter-sites” or liminal
spaces where deviant, subversive, and carnivalesque (“mode of the festival”) behavior and “heteroclite”
objects can be contained and safely displayed. In heterotopic spaces, normal relations are typically
“contested and inverted.” For more on this term, see: Foucault, “Of Other Spaces,” 24-26; Defert,
“Foucault, Space, and the Architects,” 275-76.
I have opted for the translation of zohdiyât as “religious” here, following de Bruĳn: de Bruĳn, Persian Sufi
Poetry, 31. More discussion on this in section on religious-homiletic poetry below.
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Genre and Countergenre
The term “countergenre” is of relatively recent provenance. The literary dynamic or
generic relationship that has come to be called “countergenre” is not. Scholars of a number of
the world’s literary traditions have argued that analogous literary mechanisms of generic
inversion have long played a role in the development of new genres, stretching back all the
way to Greek literature. The term “countergenre” itself, however, entered our critical
terminology much more recently with the work of Claudio Guillén in the early 1970s.6
As a theoretical concept in modern literary studies, it has come to denote a genre that
consciously seeks to invert another genre’s principle characteristics at the symbolic and structural levels (e.g., plot, narrative, scale, poetic persona, formal aspects, dramatis personae, setting, ethos).7 It takes, in the words of Alastair Fowler, an “antithetic” position vis-à-vis its
countergenre, parodying its generic expectations, symbolic values, and general modus
operandi.8 Although often times this process of parodical inversion has implicit or even explicit political/cultural import,9 countergenres are first and foremost complex literary games

6.

7.

8.
9.

The concept of “countergenre”—in the sense that I will employ the term here—was first elaborate by
Claudio Guillén in several essays that appeared in his important work, Literature as System: Essays Toward
the Theory of Literary History (1971). Alastair Fowler discusses the same concept as “anti-genre” in his
landmark work, Kinds of Literature (1982). I much prefer the term “countergenre” to “antigenre,” and so I
have elected to use this term throughout this chapter; however, I have also benefited from Fowler’s
typically erudite discussion of this concept.
On the general theory of “countergenre” or “antigenre” in Euro-American literary criticism, see the
following studies by Guillén, Fowler, and Heather Dubrow: Guillén, “Genre and Countergenre,” 146-58;
Guillén, “On the Uses of Literary Genre,” 133-34; Guillén, “Toward a Definition of the Picaresque,” 74, 97;
Guillén, “Literature as Historical Contradiction,” 179; Dubrow, Genre, 24-30, 114-116; Fowler, Kinds of
Literature, 174-179, 251-255.
Fowler, Kinds of Literature, 174-179, 251-255.
An author’s decision to invert and mock another genre should not, however, be construed as necessarily
entailing any ideological opposition to this genre or the values embodied in it, as Heather Dubrow prudently
cautions. Indeed, as she avers in her discussion of countergenres, “[a] writer may even have real respect for
assumptions behind the literary type he is parodying” (Dubrow, Genre, 25). In the context of Arabic and
Persian poetry, this can clearly be seen in the fact that the same poets who compose poems in popular
countergenres like khamriyât (wine poetry) and qalandariyât also often write poems in the very genres that
they parody in these countergenres. In specific performance contexts or particular historical contexts, a
certain countergenre may function in an ideological or politically subversive manner, but countergenres
themselves are not essentially so and we can only judge each poet’s/poem’s political/cultural import on a
case by case basis.
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that play out across a literary tradition (synchronically and diachronically) and develop its
genre system in new directions.10
In traditional Arabic and Persian poetics, there is no exact equivalent for the contemporary term “countergenre.” However, a couple of different notions of poetic “antithesis”
have existed within these poetic systems from the very beginning. At the level of rhetorical
devices, both Arabic and Persian poetry manuals typically discuss the important rhetorical
figure of “antithesis” (motâbaqeh/tebâq/motazâdd). Traditional literary critics seem to have
only conceived of this rhetorical device as operating at the level of the individual line or between sections of a particular poem (e.g., nasib and madh), but it is not unreasonable to postulate that some poets may extended its logic to the level of genre as well.11 A few authors in
both the Arabic and Persian traditions do in fact comment explicitly upon the antithetical relationship of different thematic categories/genres.12 Kaykâvus, for example, says to his son in
his Qâbus-Nâmeh (completed 1082) (the earliest extant discussion of Persian poetry) that
If you want to compose invective (hejâ) and you do not know how, say the opposite of the praise that you would say of that person in a panegyric because
whatever is the opposite of panegyric is invective (hejâ), and love (ghazal)
and elegy (marsiyat) are the same [i.e., they too have an antithetic relationship, presumably in their contrasting affective aims of merriment and
mourning].13
While Kaykâvus does not give this generic interrelation a specific name or develop it in the

10. Heather Dubrow’s criticism of some previous studies’ formulations of the genre-countergenre dynamic as a
type of Darwinian battle between genres with clear winners and losers is also worth highlighting here:
“When studying the relationship between generic evolution and literary history, we should heed the caveat
offered by Tzvetan Todorov and many other critics as well: we should not expect the movement from one
genre to another to follow a neat pattern. The image of the relay race suggested by some critics for generic
evolution is apt in certain cases but not all. While a genre is still living it may compete with others that fill
the same functions. Two genres may eǌoy the relationship of genre and countergenre while both are active,
with one of the two taking over many elements of the other when it decays” (Dubrow, Genre, 114-15).
11. On “antithesis” (and parallelism) between individual lines and sections of poems, see final section of this
chapter (and footnotes therein) and also: Meisami, Structure and Meaning, 253-64.
12. On the need to write “thematic category/genre” when discussing issues of theme and genre in Arabic and
Persian poetics, see chapter one.
13. Kaykâvus ebn Voshmgir, Qâbus-Nâmeh, 191. Echoing the same point, Kâshefi in his introduction to his
poetic treatise Badâ’e’ al-afkâr fi sanâ’e’ al-ash’âr also remarks that hajv/hejâ are the opposite (zedd) of
panegyric (madh). See: Kâshefi Shirâzi, Badâ’e’ al-afkâr, 82. For an example from the Arabic tradition,
see: van Gelder, “Some Brave Attempts at Generic Classification in Premodern Arabic Literature,” 20.
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more complex ways that Guillén, Fowler, or Dubrow do in their works, this passing remark
indicates at the very least that medieval Persian litterateurs were aware of the antitheses that
existed between their thematic categories/genres and the poetically productive role that
thematic inversion could play in crafting poetry.
This point is also corroborated by the growing body of literature in Arabic and—to a
much less extent—Persian literary studies demonstrating that poets in these traditions utilized
an analogous technique of generic inversion. James T. Monroe, in several studies, has
identified the Arabic maqâmah genre as a “counter-genre” and “parody” of the “noble literary
genres” (e.g., hadith/prophetic traditions, sirah/epic, sermons, Qur’an, qasidehs).14 Suzanne
Pinckney Stetkevych similarly has argued that so’luk (brigand) poetry inverts and parodies
the traditional Arabic qasideh’s imagery, heroic values, and concern with social “integration”
or “reintegration” in its celebration of “perpetual marginality.”15 And a considerable number
of scholars have pointed to a similar process of generic inversion in the context of the
explosion of thematic genres that occurred in the Mohdath period of Arabic poetry. Stefan
Sperl has studied the “opposition” or “antithesis” of traditional Arabic heroic/panegyric
poetry and the zohdīyât,16 and Andras Hamori, M.M. Badawi, John Mattock, Julie Scott
Meisami, Philip F. Kennedy, Yaseen Noorani, Zoltan Szombathy, and Sinan Antoon, have all
written cogently on how the khamrīyât, ghazal, zohdīyât, and mojunīyât/sokhf operate as
parodic countergenres to both the traditional Arabic qasideh and each other.17
The most relevant research in the Arabic tradition for our purposes here are studies
14. Monroe, The Art of Badī’ Az-Zamān Al-Hamadhānī as Picaresque Narrative, 20-38, 166-170; Monroe,
“Preliminary Study,” 2-3, 9.
15. Stetkevych, “The Su’lūk and His Poem”; Stetkevych, “Archetype and Attribution in Early Arabic Poetry.”
16. Sperl, Mannerism in Arabic Poetry, 82, 93-96, 175-176.
17. Hamori, On the Art of Medieval Arabic Literature, 3-77; Badawi, “From Primary to Secondary Qasīdas,”
26-29; Mattock, “Description and Genre in Abū Nuwās,” 531-36; Badawi, “‘Abbasid Poetry and Its
Antecedents,” 163-64; Meisami, “Arabic Mujūn Poetry”; Kennedy, The Wine Song in Classical Arabic
Poetry, 46, 52, 219-226; Meisami, Structure and Meaning, 31-45, 163-189, 219-220; Noorani, “Heterotopia
and the Wine Poem in Early Islamic Culture”; Szombathy, Mujūn; Antoon, The Poetics of the Obscene in
Premodern Arabic Poetry.
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that have been done on the khamrīyât, ghazal, mojunīyât, and zohdīyât. The general picture
that emerges from this research is that beginning at least in the Mohdath period there was a
dramatic rise in thematic genres that sought to invert, subvert, and parody the symbolic
system and ethos of both traditional Arabic qasideh poetry and the other new thematic genres.
The scholars who have worked on this phenomenon each use different terminology when
describing this literary dynamic. Hamori, for example, discusses the parodic inversion of the
“poet as hero” persona in pre-Islamic qasideh poetry by the “poet as ritual clown” in the
ghazal/khamrīyât; Badawi describes it as the ironic relation between “primary” and
“secondary” qasidehs in which poets “turn[ed] convention[s] upside down”; Mattock asserts
that Abu Nowâs’ khamrīyât and ghazalīyât are “mock-heroic” in nature; Sperl refers to the
“antithesis” and “opposition” between traditional Arabic (heroic) panegyric poetry and later
ascetic poetry (zohdīyât); and, Kennedy in a number of places, claims that Abu Nowâs’s
khamrīyât “invert” traditional Arabic poetic symbols and values in ironic and parodical
ways.18 Regardless of the terms they use for this dynamic, their discussions make clear that
they are each describing aspects of what both Meisami and Noorani have identified as genrecountergenre relationships.
Meisami is the most direct on this point. In her discussion of Abu Nowâs’ khamrīyât,19
she avers that “[i]n his [Abu Nowâs’] hands, the khamriya…becomes a countergenre which
both draws upon and subverts or parodies the heroic mode of pre-Islamic poetry.”20 Noorani,
also discussing the khamrīyât, similarly maintains that it—as a poetic genre—presents the
reader with a “counter-logic” or “rhetorical inversion” that “counters and mocks” the values

18. See citations in the preceding footnotes.
19. Meisami and Kennedy are both of the view that Abu Nowâs’ khamrīyât can be regarded as prototypical of
the genre more generally. See Meisami cited in following footnote and Kennedy here: Kennedy, The Wine
Song in Classical Arabic Poetry, 148, 241-242.
20. Meisami, Structure and Meaning, 31.
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and symbols embodied in “normative discourse and panegyric poetry.”21 This genrecountergenre dynamic is a “well-constructed literary game” of sorts, according to Meisami,
which is not restricted to the khamrīyât alone.22 It can also be seen in the complex ways in
which the symbols, topoi, rhetorical figures, and stylistic particularities of the ghazal,
zohdīyât, and mojunīyât genres interact with both those of traditional qasideh poetry and each
other.
The aforementioned studies have only really sketched the basic outline of this
complex “literary game” in the Arabic poetic tradition, but they make it clear that this literary
process has important implications for our understanding of both individual works within
these genres/countergenres and the development of the Arabic genre system more broadly.
The strong evidence for the existence of countergenres in the Arabic tradition is particularly
noteworthy for the study of this phenomenon in Persian literature because, as I discuss in the
first chapter, the Arabic genre system exerted considerable influence on the formation and
early development of the (New) Persian poetic system.
In the field of Persian literary studies, several scholars have pointed to an analogous
oppositional relationship between various genres (rarely though does this lead to a full
treatment of the poetics of the dynamic).23 The Iranian scholar, Sirus Shamisâ, for example,
avers in his important study of genre theory in Persian literature that the ghazal (lyric) can
productively be read as a “countergenre” (now’-e mokhâsem yâ moqâbel) of the classical
Persian panegyric qasideh. However, he offers no further explanation or exploration of the
topic beyond this remark.24 Similarly, Meisami, in her analysis of religious-homiletic poetry

21. Noorani, “Heterotopia and the Wine Poem in Early Islamic Culture,” 346, 354-355.
22. Meisami, “Arabic Mujūn Poetry,” 17-18.
23. Often these observations are made in passing in studies primarily concerned with other matters. See
footnotes #24-28 immediately below for specific citations.
24. See: Shamisâ, Anvâ’-e adabi, 286. Although this is not a topic that I treat in this chapter, Shamisâ’s passing
observation that monothematic ghazals (by which he means “love poetry” generally) can be read as a
countergenre to classical panegyric poetry needs to be expanded and developed. Many of the arguments
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(zohdiyât/mow’ezeh) in the Persian tradition also points out that this poetry “invert[s]” the
panegyric qasideh’s formal and thematic features, and she briefly mentions the “lighthearted” and obscene parodying of traditional panegyrics in Persian poetry as well.25 More
recently, Rebecca Gould and Daniel Rafinejad have advanced similar arguments, with Gould
arguing that “prison” (habsiyât) poetry creates an “oppositional poetics” by inverting royal
panegyric poetry and Rafinejad reading one of Nâser-e Khosrow’s famous poems as an “antiOde of Spring” because of the way it flips the generic expectations of the conventional spring
ode (bahâriyeh).26
In regards to the qalandariyât more specifically, a range of scholars who have worked
on these poems have remarked on the antithesis between the ethos, symbols, and figures celebrated in qalandari and religious-homiletic poetry.27 This observation is an important starting
point. However, these studies are generally not concerned with the poetics of this generic interrelationship, and they certainly do not explore the complex poetic game of generic inversion and parody as Hamori, Meisami et al. have done in the Arabic poetic tradition. Rather,
they are primarily concerned with the import of this poetry for the development of Sufi
thought and symbolism (a worthy endeavor itself, but not poetic in nature).28 For the purposes

25.
26.
27.

28.

that I advance in this chapter regarding the ways in which the qalandariyât parody the conventions of royal
panegyric and religious-homiletic poetry also apply (with some modifications) in the case of the
intergeneric relationship between these genres and more strictly monothematic amorous lyrics (ghazaliyât).
The ghazaliyât similarly fashion a mock court (often, a winehouse) in which the royal mamduh and the God
of religious-homiletic poetry are replaced by the figure of the beloved. The values and central symbols of
royal panegyric and religious-homiletic poetry too are inverted in the ghazaliyât’s celebration of wine,
madness, and self-dissolution.
Meisami, “Poetic Microcosms,” 172-73; Meisami, Structure and Meaning, 181-89.
Rafinejad, “‘I Am a Mine of Golden Speech’,” 41; Gould, “Wearing the Belt of Oppression,” 11ff, 34.
J.T.P. de Bruĳn, Shafi’i-Kadkani, Feuillebois-Pierunek, Pourjavady, and Lewis have all commented on the
opposition between the values and symbols of qalandari poetry and those of traditional Sufi piety and the
“Lords of the shari’a/Islamic law” (to use Shafi’i-Kadkani’s words), which are celebrated in religioushomiletic poetry. See: Pourjavady, “Rendi-ye Hâfez (2): zuhd va rendi,” 281ff; Shafi’i-Kadkani,
Qalandariyeh dar târikh, 34-35, 297; de Bruĳn, “The Qalandariyyāt in Persian Mystical Poetry,” 79-81,
85; Lewis, “Reading, Writing and Recitation,” 559, 564, 574; de Bruĳn, Persian Sufi Poetry, 76-77;
Feuillebois-Pierunek, A la croisée des voies célestes, 240-253, 308; Lewisohn, “Prolegomenon to the Study
of Hafiz,” 31.
Lewis’ observations in his analysis of five qalandariyât ghazals of Sanâ’i come the closest to understanding
the relationship between qalandari and religious-homiletic poetry as a intertextual, poetic relationship. He
seems to view it that way, but he does not develop this line of thought. His analysis generally is not
concerned with qalandari poetry as a countergenre, but rather is a close hermeneutical reading of poems
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of poetic analysis, we need to take this discussion a step further and conceptualize the qalandariyât, royal panegyric (madhiyât), and religious-homiletic poetry (zohdiyât/mow’ezeh) as
existing in a genre-countergenre relationship vis-à-vis one another. This distinction is important to emphasize because the antithetical poetics of the qalandariyât is not just the product
of two opposing schools of thought or modes of piety (malâmati sufi vs. ascetic/legalistic Islam), but also a generic opposition that plays out in a larger literary system with well-established thematic, stylistic, and formal conventions ripe for parodic inversion.
The Qalandariyât as Heterotopic Countergenre of Royal Panegyric (Madhiyât)
and Religious-Homiletic (Zohdiyât, Mow’ezeh) Poetry
In the subsequent sections, I will briefly introduce royal panegyric (madhiyât) and religious-homiletic (zohdiyât/mow’ezeh) poetry before proceeding to discuss the ways in which
the qalandariyât invert and mock their poetic worlds. Both of these genres are complex and
dynamic traditions that vary across historical periods, and therefore I am necessarily presenting a somewhat oversimplified caricature of their principle features here. However, the majority of poems in these genres do evince certain prototypical characteristics that poets of the
qalandariyât consistently parody in the “revers[ed] world” of their heterotopic
countergenre.29
Panegyric Poetry (Madhiyât) in the Persian Tradition
Panegyric poetry (madhiyât) was the genre par excellence of the medieval Persian
court.30 Panegyrics in the Persian tradition can be tripartite (nasib/exordium or introit, rahil/

with special attention to their Sufi meaning. See: Lewis, “Reading, Writing and Recitation,” 559, 564, 574.
29. The reference here is to the important book on symbolic inversion and transgression by Barbara Babcock
and Victor Turner. See: Babcock and Turner (eds.), The Reversible World.
30. This general portrait presented here of panegyric poetry (mahd, mahdiyât) in the Persian tradition is a
synthesis of the following studies’ treatment of this poetry: Shamisâ, Anvâ’-e adabi, 244-247, 273-282;
Shafi’i-Kadkani, Mofles-e kimiyâ-forush, 83–106; Safâ, Târikh-e adabiyât dar Irân, 1: 367-368, 2:353-354;
Clinton, The Divan of Manūchihrī Dāmghānī, 31–43, 73–96, 126–146; Meisami, Medieval Persian Court
Poetry, 40-76; Clinton, “Court Poetry at the Beginning of the Classical Period,” 88-95; Meisami,
“Ghaznavid Panegyrics”; Glünz, “Poetic Tradition and Social Change”; Meisami, “Poetic Microcosms,”
1399-164; Meisami, “The Poet and His Patrons”; Meisami, Structure and Meaning, 66–110, 144–155, 235–
243, 366–377. Shafi’i-Kadkani also touches on various aspects of panegyric poetry in his important study of

74

journey, and madh/praise), bipartite (nasib and madh), or even monothematic (madh).31 If it is
a tri- or bipartite panegyric, it traditionally begins with a garden, nature, desert, or romantic
scene in the nasib and, if tripartite, transitions to another section treating the “journey” (rahil)
or another descriptive theme, before proceeding to the central panegyric (madh) section of
the poem (which often concludes with a closing prayer/do’â). The summary that I provide below contains the most prototypical elements of royal panegyric poetry in the Persian tradition—each poem, of course, will fit this prototype in varying degrees depending on where it
falls in the generic spectrum.
Regardless of whether the mamduh (the panegyrized) is a king, court official, or a
powerful religious figure, he functions as the poetic axis of the panegyric and its poetic world
revolves around the celebration of his power, prowess, and accomplishments of epic proportions in the battlefield, recreational arenas (palatial gardens and hunting or polo grounds),
royal feasts, and/or even spiritual realms.32 The panegyric is a “poetic microcosm” or poetic
“analogue” of the court life that it reflects, as Meisami has argued, and each constituent ele-

Persian poetic imagery of the earliest period of New Persian poetry. Relevant information is scattered
throughout his treatment of the important poets of this period, see: Shafi’i-Kadkani, Sovar-e khayâl dar
she’r-e Fârsi, 378–380, 389–391, 414–438, 486–549, 577–612, 626–658. Mahjub’s work, Sabk-e
Khurâsâni dar she’r-e Fârsi, also contains some useful information in its subsections on madh, see:
Mahjub, Sabk-e Khorâsâni dar she’r-e Fârsi. The following works on the panegyric tradition in the Arabic
tradition also supply important background information for the development of the Persian panegyric
tradition: Sperl, “Islamic Kingship and Arabic Panegyric Poetry in the Early 9th Century”; Sperl,
Mannerism in Arabic Poetry, 9–70, 166–175; Hamori, The Composition of Mutanabbī’s Panegyric’s to
Sayf al-Dawla; Stetkevych, “Abbasid Panegyric and the Poetics of Political Allegiance”; Stetkevych, The
Poetics of Islamic Legitimacy; Gruendler, Medieval Arabic Praise Poetry.
31. In general terms, early New Persian panegyric qasidehs are more similar to the Arabic panegyric qasidehs
of the mohdath period in terms of their symbolic world (emphasis on garden and court imagery rather than
the desert imagery more typical of the classical Arabic qasideh) and structure (more frequently bipartite or
even monothematic rather than tripartite and polythematic like the classical Arabic qasideh). However,
while the early New Persian panegyric qasideh is deeply indebted to its Arabic forerunner, there are
important symbolic and structural differences between the Arabic panegyric qasidehs and the early New
Persian panegyric qasidehs of Rudaki (d. 936), ‘Onsori (d. 1031\2), Farrokhi (d. ca. 1031), and Manuchehri
(d. 1039\40). These details are not important for the present study. Please see the following studies for a
more detailed treatment of this issue: Meisami, Medieval Persian Court Poetry, 40-41; Meisami,
“Ghaznavid Panegyrics,” 31; Meisami, “Poetic Microcosms,” 140ff.
32. Even the opening nasib section of the poem, which at first glance may appear completely unrelated to the
encomium section (madh), actually has been shown by several scholars to be integrally linked to the way
the poem as a whole treats the panegyrized. Thus, even this apparently thematically-unrelated section of the
panegyric qasideh too revolves around the mamduh. See the final section of this chapter on Amir Mo’ezzi’s
panegyric and the studies cited therein.

75

ment in its poetic world is defined in its relation to the mamduh.33 If the mamduh is a political
leader, the poet will typically extol him as an idealized Islamic leader—evincing wisdom,
piety (taqvâ), faith (imân), justice, courage, mercy, and generosity at court and fighting
valiantly against the enemies of Islamdom (kâfer) as the defender of the faith (Islâm, din) on
foreign and domestic battlefields.34 The mamduh’s power is often portrayed as divinely ordained and his dominion as extending over the whole world (all seven climes). The grandeur
of his rule can be seen in the majesty of all his royal accessories (e.g., court, throne, crown,
great armies, treasure).
While a great deal of time is devoted in panegyric poetry to the enumeration of the
patron’s virtues and great deeds, it would be a mistake to read the madhiyât simply as sycophantic adulation. Panegyric poetry in medieval Islamic societies—as several studies have recently demonstrated—played a complex role in the maintenance and propagation of a broader
socio-political system of governance and values. When poets praised the mamduh, they celebrated not just an individual but rather an idealized portrait of their patron as the embodiment
of the most revered social and spiritual values appropriate to his position in the medieval Islamic socio-political system.35 (Even in panegyrics that seem to have subversive or critical
subtexts, these same values and ideals are celebrated—although their celebration at the sur-

33. Meisami, “Poetic Microcosms,” 144–145, 163–164.
34. This last point is especially true in the panegyrics for Mahmud of Ghazneh by his illustrious court poets
Farrokhi and ‘Onsori, who both wrote about his campaigns against “infidels” (kâfer, pl. koffâr) in which he
mercilessly destroyed their “idols” (bot) and “idol temples” (bot-khâneh) (for example, see especially
qasideh #35 of Farrokhi on the destruction of the Somnath temple and its idols). Also, ‘Onsori, in one of his
most famous panegyrics for Mahmud, explicitly rejects Mahmud’s association with any Zoroastrian
(gabrân) customs, calling him instead a “man of religion” (mard-e din). Both of these points are
particularly noteworthy given the positive connotation that images of “infidels” (kâfer), infidelity (kofr),
Magians/Zoroastrians (gabrân), idols (bot), and idol temples (bot-khâneh) come to have in qalandariyât
poetry, as will be demonstrated below and in subsequent chapters. See Meisami’s discussion of these
qasidehs here: Meisami, “Poetic Microcosms,” 147-48; Meisami, Structure and Meaning, 235–43.
35. Shafi’i-Kadkani, Meisami, and Glünz have developed this point in the context of Persian panegyric poetry,
see: Shafi’i-Kadkani, Mofles-e kimiyâ-forush, 83–85, 95ff; Meisami, Medieval Persian Court Poetry, 43–
48; Meisami, “Ghaznavid Panegyrics,” 32, 34; Bürgel, “Qasida as Discourse on Power and its
Islamization”; Glünz, “Poetic Tradition and Social Change,” 184, 188, 200. Stefan Sperl originally made
this argument in the context of Arabic panegyric poetry, see: Sperl, “Islamic Kingship and Arabic
Panegyric Poetry in the Early 9th Century”; Sperl, Mannerism in Arabic Poetry, 9-27.
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face level of the text may in fact function as an implicit critique of the actually existing patron’s inability to live up to them).36 Panegyric poetry, in short, is primarily a poetics of power and social order, as Glünz and Bürgel have argued.37
Although my focus in this chapter is on qalandari poetry as a countergenre to royal
panegyric, it is important to note that panegyric poetry in the Persian tradition is not restricted
to praise for kings and political elites alone. There is also a rich body of panegyrics dedicated
to religious elites of the medieval Islamic world (although this poetry has received very little
scholarly attention to date). In general terms, the poet of a religious panegyric will paint his
mamduh as the undisputed sovereign of the religious and spiritual domains.38 While the power, dominion, and accomplishments celebrated in these poems may be of a decidedly more
spiritual nature, they are no less grand than those in panegyrics for the political leaders, and
more importantly, the poetic axis in these religious-spiritual panegyrics continues to be the
mamduh. The poet will eulogize his piety, religious knowledge, mystical power, and exalted
spiritual state, painting an idealized portrait of his mamduh as an embodiment of the virtues
and ideals associated with his particular position in the religious-spiritual hierarchy of the
medieval Islamic world. Due to a shared concern with a certain set of religious-spiritual values, there is considerable overlap in the symbolic/conceptual world of religious-spiritual panegyrics and religious-homiletic poetry (zohdiyât/mow’ezeh). Qalandari themes may even appear in panegyrics for Sufi masters or mystically inclined political rulers as well, as we will

36. Meisami has argued that some panegyrics have subversive subtexts that when read in light of their
historical contexts, may actually be providing implicit critiques of the panegyrized even while celebrating
the typical ideals and values of the panegyric described above. See: Meisami, “Ghaznavid Panegyrics”;
Meisami, Structure and Meaning, 88–90, 136–138, 147–148.
37. Bürgel, “Qasida as Discourse on Power and its Islamization”; Glünz, “Poetic Tradition and Social Change,”
184.
38. I do not mean to suggest any significant separation of the political and religious-spiritual domains here. The
religious-spiritual domains obviously overlap considerably with the political realm (especially in the
medieval context). However, my point here is only that the poet’s focus in the religious panegyric is shifted
decidedly towards the panegyrized’s religious and spiritual virtues (with only implicit recognition of the
political power this exalted religious status may carry).
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see in Amir Mo’ezzi’s panegyric for Fakhr al-Din al-Ma’âli Abu ‘Ali Sharafshâh Ja’fari discussed in part II of this chapter.39 Religious panegyric, therefore, is much more of a hybrid
genre thematically speaking than the traditional royal panegyric discussed above and needs to
be treated on its own terms.
Religious (Zohdiyât) and Homiletic (Mow’ezeh) Poetry in the Persian Tradition
In early New Persian poetry, there exists considerable generic ambiguity between the
thematic categories of religious (zohdiyât) and homiletic (mow’ezeh) poetry.40 Modern Persian literary critics frequently use these two generic terms in the same studies—sometimes
portraying them as nearly identical in meaning and other times qualifying their position
somewhat by placing more emphasis on their deep interrelation, though not necessarily their
absolute unity. At times the reader even feels an author oscillate between these two positions
within the same text.41 From a historical perspective, the evidence from the manuscript tradi-

39. See Amir Mo’ezzi’s panegyric for Fakhr al-Din al-Ma’âli Abu ‘Ali Sharafshâh Ja’fari that has a qalandari
nasib, which is discussed below. Also, see the following examples: Sanâ’i, Kolliyât-e Ash’âr-e Hakim
Sanâ’i Ghaznavi (ed. Bashir), 516-18; ‘Erâqi (Hamadâni), Kolliyât-e ‘Erâqi (ed. Nafisi), 69-70; ‘Erâqi,
Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 311-14; Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 388-392
(#180), 587-589 (#261).
40. To further complicate the picture, these two genres—as will be seen below—are also frequently discussed
in combination with other thematic terms, such as hekmat (wisdom), towhid (unity), masal (aphorism), and
madâ’eh/na’t rasul (praise of prophet). I have chosen to primarily use the terms zohd and mow’ezeh here
because they are most relevant to the present chapter.
41. J.T.P. de Bruĳn in his treatment of “homiletic poetry” and “poems of abstinence” seems to largely equate
zohdiyât and mow’ezeh/va’z poetry, see: de Bruĳn, Of Piety and Poetry, 164–82; de Bruĳn, Persian Sufi
Poetry, 29–50. Shamisâ refers to zohdiyât and va’z/mow’ezeh poetry both as “wisdom and ethics” (hekmat
va akhlâq) poetry that is primarily didactic (ta’limi) in nature, see: Shamisâ, Anvâ’-e adabi, 55. Meisami
employs these terms in a way that indicates she believes there to be a difference between these two generic
terms, although she also argues that the origins of the Persian homiletic qasideh (mow’ezeh) can be found in
the zohdiyât of the Arabic tradition. See: Meisami, “Poetic Microcosms,” 173-74. Lewisohn avers that “the
Sufi poetry composed by Sanâ’i in the zohdiyât genre is, in many cases often indistinguishable in content
from Nâsir-i Khusraw’s odes also penned in this genre,” see: Lewisohn, “Hierocosmic Intellect and
Universal Soul in a Qasida by Nāsir-i Khusraw,” 194. But in a subsequent study, he seems to temper this
statement by primarily associating Nâser-e Khosrow with “mawâ’iz wa hikam” poetry and saying that it
only “contains resonances of what J.T.P. de Bruĳn calls ‘poems of abstinence’ (zuhdiyât).” See: Lewisohn,
“Nāsir-i Khusraw’s Ode to the Universal Soul and Intellect,” 54-55. Moreover, this ambiguity between
these thematic genres can be seen in the way scholars discuss individual poems as well. For example, when
Shafi’i-Kadkani discusses Sanâ’i’s famous “Moslamânân, Moslamânân! Moslamâni, Moslamâni!” qasideh,
he identifies it as a prototypical homiletic (mow’ezeh, va’z) qasideh of Sanâ’i, but it is classified in the MiM
5468 manuscript as a zohdiyât poem, see: Shafi’i-Kadkani, Tâziyâneh-hâ-ye soluk, 219. In another case, de
Bruĳn discusses a poem that he terms a “representative example” of Sanâ’i’s homiletic poetry, which the
organizer(s) of MiM 5468 manuscript identify as a zohdiyât, see: de Bruĳn, Of Piety and Poetry, 170–79. In
this context, it is also interesting to point out that the final line of this poem itself seems to identify this
poem as a poem of “zohd va masal” (asceticism and aphorisms). The association between zohdiyât poetry
and aphorism (Pr. masal, pl. amsâl and Ar. mathal, pl. amthâl) likely goes back to the Arabic tradition. One
of the most famous poems of the great Arabic zohdiyât poet, Abu al-‘Atâhīyah (d. ca. 825) is entitled Dhât
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tion, poetic manuals, and other early works that discuss poetic genres in early New Persian
poetry is similarly ambiguous.42 Although subsequent studies of this vast corpus of poetry
may reveal distinctions between these two poetic categories, it is undeniable that they are
closely associated with one another in both the Persian and Arabic traditions and, broadly
speaking, contain a similar array of symbols, motifs, and thematic concerns. For this reason, I
have decided to discuss these poems here as one poetic tradition: religious-homiletic poetry.
As in the preceding section treating panegyric poetry, the basic thematic sketch that I provide
below contains the most prototypical elements of religious-homiletic (zohdiyât/mow’ezeh)
poetry in the Persian tradition. Each poem will fit this prototype in varying degrees depending on where it falls on the generic spectrum.

al-Amthâl. Although this poem is not a typical monorhyme Arabic qasideh (rather it is written in rhyming
couplets and is over 320 verses long), G. Schoeler is of the opinion that “in point of content is of a piece
with the poet’s other zuhdiyât,” see: Schoeler, “Bashshār B. Burd, Abū ‘l-’Atahiyah, and Abū Nuwās,”
289-90.
42. Mohammad ebn Badr Jâjarmi in his poetic anthology, Mo’nes al-Ahrâr (1341), includes the categories of
“towhid, na’t-e Mohammad, hekmat va mow’ezeh,” see: Safâ, Târikh-e adabiyât dar Irân, 3/1: 320.
However, Kaykâvus ebn Voshmgir in the Qâbus-Nâmeh mentions only zohd and towhid poetry, and he
only lists zohd as one of five main categories of poetry (madh, ghazal, hejâ, marsiyat, and zohd) See:
Kaykâvus ebn Voshmgir, Qâbus-Nâmeh, 189–92. Although Meisami in the study cited in the previous
footnote refers to Nâser-e Khosrow as a mow’ezeh poet, she says in another study that he himself only
refers to his poetry as “shi’r-i zuhd,” “shi’r-i hikmat,” and “shi’r-i pand,” see: Meisami, “Nāsir-i Khusraw,”
224. Meanwhile, Shafi’i-Kadkani, in his discussion of the manuscript tradition of Sanâ’i’s poetry (which
uses both the terms zohd and mow’ezeh for the same poems in different manuscripts—see discussion
below), states that it seems that in early New Persian poetry the term zohdiyât (for some Persian litterateurs
at least) had a broader meaning that included homiletic poetry and even poems in praise of the prophet
(madâ’eh/na’t-e rasul), and was closely related to poetry on the topic of unity (towhid) as well. See: Shafi’iKadkani, Tâziyâneh-hâ-ye soluk, 50-51. This broader conception of the generic boundaries of zohdiyât can
be seen in some of the earliest manuscripts of Sanâ’i’s divan (MiM 5468 and KM) in which the generic
category of zohdiyât includes Sanâ’i’s homiletic poetry, poems in praise of the prophet (na’t-e rasul), and
poetry on unity (towhid). On the other hand, the table of contents of the oldest dated manuscript of Sanâ’i’s
divân, the Velieddin manuscript (dated 683-84 A.H. /1284-85), does not actually use the term zohdiyât at
all, but rather divides these poems into the categories of mow’ezeh, towhid-e bâri, and na’t-e rasul. Other
manuscripts similarly use these terms in a variety of different combinations (which do not clarify but add to
the ambiguity): MS MiF and MS British Museum Or. 3302 include the categories of towhid va hekmat va
amsâl and hekam va masal; MS India Office No. 2722 includes the terms towhid, na’t-e payghambar,
mow’ezeh va zohd va hekmat; and Indian Office Ms. 927, entitled Ash’âr-e Sanâ’i, arranges his poems
thematically into these categories: towhid, na’t- payghambar, and andar mow’ezeh va zohd va hekmat
(although these are not explicitly marked within the text of the poems themselves, the divisions can be
discerned relatively clearly by examining the poems, as Nizar Ahmad has shown). I was not able to
personally consult MS MiF, MS British Museum Or. 3302, MS India Office Library No. 2722, and Indian
Office Ms. 927. I am relying here on de Bruĳn and Nizar Ahmed’s analyses of these manuscripts, see:
Ahmad, “Some Original Prose and Poetical Pieces of Hakim Sana’i”; de Bruĳn, Of Piety and Poetry, 104.
Sa’di, as I mentioned in the first chapter, seems to link together “the style(s?) of ascetic, spiritual, and
advice poetry” (shiveh-ye zohd va tâmât va pand) in the opening section of the fifth chapter of his Bustân.
Finally, I will just mention that Hamori, Sperl, and Kennedy also identify close links between homiletic
literature and zohdīyât poetry in the Arabic tradition as well: Sperl, Mannerism in Arabic Poetry, 73, 82;
Hamori, “Zuhdiyyāt,” 266, 268–269, 272; Kennedy, “Zuhdiyya.”
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In contrast to panegyric poetry, the poetic axis of the religious-homiletic poet is not
the court of the panegyric’s mamduh; nor is the central concern the ennumeration of his illustrious deeds and achievements.43 Rather, the poetic world of the zohdiyât/mow’ezeh revolves
around a poetic axis that is firmly anchored in God’s court44—the eternal court that rules over
the entire cosmos and casts the pleasures and achievements of the mundane world in a starkly
different light.45 The poet of religious-homiletic poetry is the preacher of the “arena/battle
field of religion” (maydân-e din), as Nâser-e Khosrow declares in a famous poem.46 He is the
admonisher (vâ’ez) of the entire Muslim world who recalls for the readers the great military
victories of past kings and their awe-inspiring monuments (e.g., ruins of magnificent palaces
of Ctesiphon) not to praise these figures, but instead to remind his audience of the transitory
nature of all earthly life. Death and related symbols of morbidity (e.g., graves, ruins) are thus

43. This general portrait presented here of religious-homiletic poetry (zohdiyât, mow’ezeh) in the Persian
tradition is a synthesis of the following studies’ treatment of this poetry: Mahjub, Sabk-e Khorâsâni dar
she’r-e Fârsi, 508-515, 651-652; Shafi’i-Kadkani, Sovar-e khayâl dar she’r-e Fârsi, 550–63; Shafi’iKadkani, Tâziyâneh-hâ-ye soluk, 47–52; Safâ, Târikh-e adabiyât dar Irân, 1: 368, 2:356-357, 3/1: 332-333;
Clinton, “The Madāen Qasida of Xāqāni [Khāqānī] Sharvāni, I,” 156-62; Clinton, “The Madāen Qasida of
Xāqāni [Khāqānī] Sharvāni, II: Xāqāni and Buhturī,” 200-05; de Bruĳn, Of Piety and Poetry, 164–82;
Meisami, “Symbolic Structure in a Poem by Nasir-i Khusrau”; Meisami, “Poetic Microcosms,” 164–81; de
Bruĳn, Persian Sufi Poetry, 29-50; Meisami, “Places in the Past,” 84–89; Meisami, Structure and Meaning,
39–40, 69–71, 172–181, 200–204, 219, 303–304, 375–376; Lewisohn, “Hierocosmic Intellect and
Universal Soul in a Qasida by Nāsir-i Khusraw”; Hunsberger, “‘On the Steed of Speech’,” 158-80;
Lewisohn, “Nāsir-i Khusraw’s Ode to the Universal Soul and Intellect”; Meisami, “Nāsir-i Khusraw.”
James D. Martin, Stefan Sperl, Andras Hamori, Schoeler and Philip Kennedy’s studies of the zohdīyât in
the Arabic tradition also are quite useful here. As previously mentioned, there exists considerable continuity
between the Arabic poetic tradition and the early New Persian tradition. See: James D. Martin, “The
Religious Beliefs of Abu’l-‘Atāhiya According to the Zuhdīyāt,” 20–25; Sperl, Mannerism in Arabic
Poetry, 71–96; Hamori, “Zuhdiyyāt”; Schoeler, “Bashshār B. Burd, Abū ‘l-’Atahiyah, and Abū Nuwās”;
Kennedy, “Zuhdiyya”.
44. Michael Glünz, in an essay on the panegyric qasideh, astutely points out that in the medieval Islamic
context the royal court—regardless of how worldly it may be portrayed to be—still ultimately was
understood to derive its power from God and therefore any attempt to impose the modern sacred/profane
binary on this poetry is anachronistic. I certainly concur with this point. However, I would maintain that at
the level of thematic analysis at least, there is a substantial difference between the panegyric, with its poetic
axis anchored firmly in the royal court that celebrates earthly accomplishments and pleasures, and religioushomiletic poetry, with its poetic axis in the eternal court of God that trivializes even the greatest mundane
deeds and monuments. The sacred certainly suffuses both of these poetic domains (confirming Glünz’s
central assertion), but it does so in different ways and produces different poetic worlds and personas. See:
Glünz, “Poetic Tradition and Social Change,” 184.
45. Like the nasib in madh poetry, the descriptive passages in religious-homiletic poetry (although seemingly
unrelated) are in fact integrally linked to the overall production of meaning in the poem and often illustrate
through the imagery the point made in the admonitions. They are agents of God’s court reminding humanity
of the true nature of the universe and, in this sense, they too revolve around the poetic axis of God’s court.
See: Hunsberger, “‘On the Steed of Speech’”; Meisami, “Nāsir-i Khusraw.”
46. See the translation and discussion of this poem in: Hunsberger, “‘On the Steed of Speech’.”
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dominant topoi in the zohdiyât/mow’ezeh, and religious-homiletic poets frequently employ
the ubi sunt (“where is”) motif (often anaphorically) to reinforce the absolute transiency of
earthly life. While lamenting the desolation, evil, and illusionary pleasures of the world, the
preacher poet admonishes the audience to be pious (taqvâ), repent (towbeh, esteghfâr), and
focus on good works so as to guarantee themselves a place in the eternal world of God’s court
and his “arena of religion” (maydân-e din). The mode of piety that is encouraged in this poetry can be broadly characterized as abstemious (zohd/parhiz/pârsâ’i) in the sense that it categorically rejects the attractions and achievements of the material world and counsels the reader to adopt a sober code of conduct in line with religion (din), the Qur’an, normative Islamic
law (shari’at), and the prophet’s custom (sonnat). It decries kofr (unbelief/infidelity) and
earthly idols (bot), and enjoins the reader to have absolute trust in God (tavakkol)—even in
the face of adversity—letting a fear of God’s wrath on Judgment Day guide their actions.
This poetry has sometimes been characterized as a long “string of admonitions” in
verse on the topics mentioned above and other related ones, such as divine unity (towhid),
faith (imân), the Qur’an, pious acts of obedience and worship (tâ’at), right guidance (hodâ),
shame (sharm), wisdom/intellect (hekmat, kherad), divine justice, and praise of the prophet,
his family, and companions. While this pejorative characterization of religious-homiletic poetry as nothing more than a “string of admonitions” is unfair,47 the symbolic and conceptual
world of the zohdiyât and mow’ezeh poetry does revolve around these concepts and related
motifs. Moreover, like panegyric poetry, religious-homiletic poetry does at times incorporate
imagery and themes from wine poetry and even the qalandariyât. The example of a zohdiyât

47. Hunsberger and Meisami critique this atomized reading of Nâser-e Khosrow’s religious-homiletic poetry in
their recent studies on his poetry, see: Hunsberger, “‘On the Steed of Speech’”; Meisami, “Nāsir-i
Khusraw.”

81

by Sanâ’i that de Bruijn discusses in his Persian Sufi Poetry is a perfect example of such a
poem.48
The Qalandariyât as Monothematic Countergenre
The foregoing sections provide a cursory sketch of the generic contours of panegyric
and religious-homiletic poetry in early New Persian poetry.49 My aim here is not to undertake
an exhaustive treatment of these genres, but rather to adumbrate the broader generic landscape in which the qalandariyât operate. Taking this broader view allows us to see the variety
of ways in which qalandari poets construct their poetic world through a sustained parodical
engagement with these genres.
At the most basic level, the qalandariyât radically transforms the poetic axis of traditional panegyric and religious-homiletic poetry. The poetic axis of the qalandariyât is not the
mamduh and his royal court or, as in religious-homiletic poetry, God and his heavenly court.
Rather, the poetic axis of the qalandariyât is the beloved and his carnivalesque winehouse
court. In this mock court, the poet is no longer the “preacher” (vâ’ez) or “ascetic” (zâhed) of
God’s court or the “arena of religion” (maydân-e din); nor is he the panegyrist of a powerful
patron. Rather, he adopts the qalandari persona:50 a rogue (qalandar, qallâsh, oubâsh) or libertine (rend) poet who inverts and parodies the values extolled in panegyric and religious-

48. de Bruĳn, Persian Sufi Poetry, 38-40.
49. This is not to say that there was not significant diversity and/or geographical/chronological specific
developments within these traditions. Shafi’i-Kadkani and Lewis have pointed out some of this diversity
and development in their studies of the panegyric tradition. However, much more work still needs to be
done on the poetics and historical development of both genres. See: Shafi’i-Kadkani, Mofles-e kimiyâforush, 85–95; Lewis, “Sincerely Flattering Panegyrics.” Shafi’i-Kadkani is one of the most esteemed and
sensitive literary scholars of the past century so his argument for stylistic change in the panegyric tradition
is important to note. However, I am less convinced by his sociological explanation for these developments
in the panegyric tradition.
50. To be clear, when I speak of the “poet as qalandar,” the “qalandari poet,” or any individual poet who writes
qalandariyât poetry (such as Sanâ’i, ‘Attâr, or ‘Erâqi in this chapter), I am not referring to the historical
figure of the poet. Rather, I am referring to a specific poetic persona that any poet may adopt when writing
qalandariyât poetry. Although for ease of reference I do use the poet’s name when describing his poems,
my underlying assumption is still that the poet is employing a conventional poetic persona that is specific to
the genre under discussion. In other words, the lyrical “I” of the poem should not be understood as identical
with the historical poet. The poetic persona of each genre is a “deliberately constituted persona,” as
Meisami avers. See: Meisami, Medieval Persian Court Poetry, 261-62; Meisami, Structure and Meaning,
29.
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homiletic poetry as he celebrates the practices of antinomian, liminal, and transgressive figures (e.g., non-Islamic religious minorities, kâfer/infidels) and relocates the poetic axis from
the centers of the medieval Islamic order (e.g., royal court, powerful Sufi lodges, God’s heavenly court) to the most peripheral locales (e.g., houses of wine and gambling/kharâbât/meykhâneh/qomâr-khâneh, centers of non-Islamic religions/sowme’eh/bot-kadeh). This shift in
the imaginal geography of the poetry also entails a paradigm change in its normative system
as well. In stark contradistinction to the courts of royal patrons or the God of religioushomiletic poetry, in the mock-court of the qalandari rogue transgression of social order and
religious prohibitions is the norm, and crazed-lovers heedlessly court social disrepute through
drunkenness, professions of illicit love, and infidelity to Islam.
While the picture that I have painted here of the qalandariyât is broadly representative of the thematic thrust of this genre, each poem differs in the way in which it inverts and
parodies traditional panegyric and religious-homiletic poetry. Some qalandariyât may contain almost all of these topoi and dramatis personae in one poem. Others may focus almost
exclusively on one motif and develop it in complex ways throughout the poem. The poems
that I discuss in the present chapter are representative samples of the qalandariyât genre selected from the works of the three earliest and most acclaimed figures within this tradition,
namely Sanâ’i, ‘Attâr, and ‘Erâqi.
I will begin my analysis with a poem by Sanâ’i—the earliest author of a substantial
body of extant qalandariyât poems—which illustrates well how this poetry inverts the generic expectations of panegyric and religious-homiletic poetry:
1

Each day that I am in the dilapidated winehouse,
I wail like Moses in his private prayers.

2

How happy the day that I pass in drunkenness!
Blessed are those days and hours for me!
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3

For me being without self is better than Qur’an recitation
or hawking the wares of asceticism and obedience.

4

Since I became free of the fetters of wisdom,
I will not build then in this world.

5

You may say to me: “How long will you remain in disguise?”
But what does a haunter of the dilapidated winehouse know except disguises?

6

Sometimes I prostrate and do my prayers before the cupbearer;
other times I am in front of the singer paying my respects and offering greetings.

7

Father dedicated me to vats of wine.
Mother set me firm on the path to the winehouse.

8

Sometimes I say: “O cupbearer, grab a goblet!”
Other times I say: “O ministrel, give us a ghazal!”

9

Sometimes I drink wine until I am wasted;
other times my cries are so loud they reach even the heavens!

10

Moses did not command the Torah for me
since I already dealt out retribution to the pharaoh.

11

Since you know that Sanâ’i is full of foolish words,
alas!—don’t even say hello to him, sir.51

51. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 73–74 (q #27). Persian text:
ﻫﻤﯽ ﻧﺎﻟﻢ ﭼﻮ ﻣﻮﺳﯽ در ﻣﻨﺎﺟﺎت
ﻫﺮ آن روزی ﮐﻪ ﺑﺎﺷﻢ در ﺧﺮاﺑﺎت
ﻣﺒﺎرک ﺑﺎﺷﺪم اﯾﺎم و ﺳﺎﻋﺎت
ﺧﻮﺷﺎ روزی ﮐﻪ در ﻣﺴﺘﯽ ﮔﺬارم
ﺑِﻘُﺮّاﯾﯽ ﻓﺮوﺷﻢ زﻫﺪ و ﻃﺎﻋﺎت
ﻣﺮا ﺑﯽ ﺧﻮﯾﺸﺘﻦ ﺑﻬﺘﺮ ﮐﻪ ﺑﺎﺷﻢ
ﻧﺨﻮاﻫﻢ ﮐﺮد ﭘﺲ ﮔﯿﺘﯽ ﻋِﻤﺎرات
ﭼﻮ از ﺑﻨﺪِ ﺧﺮد آزاد ﮔﺸﺘﻢ
ﺧﺮاﺑﺎﺗﯽ ﭼﻪ داﻧﺪ ﺟﺰ ﻟﺒﺎﺳﺎت
ﻣﺮا ﮔﻮﯾﯽ ﻟﺒﺎﺳﺎتِ ﺗﻮ ﺗﺎ ﮐﯽ
ﮔﻬﯽ ﭘﯿﺶِ ﻣُﻐَﻨّﯽ در ﺗُﺤﯿﺎت
ﮔﻬﯽ اﻧﺪر ﺳﺠﻮدم ﭘﯿﺶِ ﺳﺎﻗﯽ
ﺳﺒﯿﻠﻢ ﮐﺮد ﻣﺎدر در ﺧﺮاﺑﺎت
ﭘﺪر ﺑﺮ ﺧُﻢِ ﺧﻤﺮم وﻗﻒ ﮐﺮده ﺳﺖ
ﮔﻬﯽ ﮔﻮﯾﻢ ﮐﻪ ای ﻣﻄﺮب ﻏﺰلﻫﺎت
ﮔﻬﯽ ﮔﻮﯾﻢ ﮐﻪ ای ﺳﺎﻗﯽ ﻗَﺪَح ﮔﯿﺮ
ﮔﻬﯽ ﻧﻌﺮه رﺳﯿﺪه ﺗﺎ ﺳﻤﺎوات
ﮔﻬﯽ ﺑﺎده ﮐﺸﯿﺪه ﺗﺎ ﺑﻤﺴﺘﯽ
ﭼﻮ ﮐﺮدم ﺣﻖِ ﻓﺮﻋﻮﻧﯽ ﻣُﮑﺎﻓﺎت
ﻣﺮا ﻣﻮﺳﯽ ﻧﻔﺮﻣﺎﯾﺪ ﺑﻪ ﺗﻮرات
ﻣﮑﻦ ﺑﺮ وی ﺳﻼﻣﯽ ﺧﻮاﺟﻪ ﻫﯿﻬﺎت
ﭼﻮ داﻧﯽ ﮐﺎﯾﻦ ﺳﻨﺎﯾﯽ ﺗُﺮَّﻫﺎﺗﺴﺖ
A very similar poem is attributed to Borhâni (d.1072-3) (who is the father of Amir Mo’ezzi) (see discussion
of attribution of this poem to Borhâni in: Mo’in, “Borhâni va qasideh-ye u”; Shafi’i-Kadkani, Qalandariyeh
dar târikh, 297-98 and ‘Abbâs Eqbâl’s introduction to Amir Mo’ezzi’s divân). This qalandari poem is
believed to be a nasib of a longer panegyric poem. Persian text from: Jâjarmi, Mo’nes al-ahrâr (jeld-e
dovvum), 481-82 (note: it is listed in section entitled “dar ash’âr-e moqaffâ):
ﻫﻤﯽ ﻧﺎزم ﭼﻮ ﻣﻮﺳﯽ در ﻣﻨﺎﺟﺎت
ﻫﺮ آن روزی ﮐﻪ ﺑﺎﺷﻢ در ﺧﺮاﺑﺎت
ﻣﺒﺎرک ﺑﺎﺷﺪم اﯾﺎم و ﺳﺎﻋﺎت
ﻫﺮ آن روزی ﮐﻪ در ﻣﺴﺘﯽ ﮔﺬارم
ﻧﻪ ﻗﺮاﻧﯽ ﻧﻤﺎﯾﻢ ﻣﻦ ﻧﻪ ﻃﺎﻋﺎت
ﻣﺮا ﺑﺎ ﺧﻮﯾﺸﺘﻦ ﺑﻬﺘﺮ ﮐﻪ ﺳﺎزم
ﺑﺮ آﺳﺎﯾﻢ ز ﺗﻬﺪﯾﺪ ﻋﺒﺎدات
ﭼﻮ از ﺑﻨﺪِ ﺧﺮد آزاد ﮔﺮدم
ﭼﻮ ﮐﺮدم ﺣﻖِ ﻓﺮﻋﻮﻧﯽ ﻣﺮاﻋﺎت
ﻣﺮا ﻣﻮﺳﯽ ﺑﻔﺮﻣﺎﯾﺪ ﺑﺘﻮراة
ﺧﺮاﺑﺎﺗﯽ ﭼﻪ داﻧﺪ ﺟﺰ ﻟﺒﺎﺳﺎت
ﻣﺮا ﮔﻮﯾﯽ ﻟﺒﺎﺳﺎتِ ﺗﻮ ﺗﺎ ﮐﯽ
ﮔﻬﯽ ﭘﯿﺶِ ﻣُﻐَﻨّﯽ در ﺗُﺤﯿﺎت
ﮔﻬﯽ اﻧﺪر ﺳﺠﻮدم ﭘﯿﺶِ ﻣﻌﺸﻮق
ﮔﻬﯽ ﮔﻮﯾﻢ ﮐﻪ ای ﻣﻄﺮب ﻏﺰلﻫﺎت
ﮔﻬﯽ ﮔﻮﯾﻢ ﮐﻪ ای ﺳﺎﻗﯽ ﻗَﺪَح ﺧﺬ
ﮐﺸﻢ ﻧﻌﺮه ز ﺣﺠﺮه در ﺳﻤﺎوات
ﻣﻦ و ﺑﺎده ﮐﺸﯿﺪن ﺗﺎ ز ﻣﺴﺘﯽ
ﺳﺒﯿﻠﻢ ﮐﺮده ﻣﺎدر در ﺧﺮاﺑﺎت
ﭘﺪر ﺑﺮ ﺧُﻢِ ﺧﻤﺮم وﻗﻒ ﮐﺮدﺳﺖ
ﮐﻨﻢ در ﺻﻒ ﻗﻼﺷﺎن ﻣﺒﺎﻫﺎت
ﯾﮑﯽ آزاد ﻣﺮدم ﻻاﺑﺎﻟﯽ
ﻣﮑﻦ ﺑﺮ ﻣﻦ ﺳﻼم ای ﺧﻮاﺟﻪ ﻫﯿﻬﺎت
ﭼﻮ ﻣﯽ داﻧﯽ ﮐﻪ ﻣﺮد ﺗُﺮَّﻫﺎﺗﻢ
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Sanâ’i begins this tripartite rogue boast/rogue ode (1-4, 5-9, 10-11)52 with the symbol
that is most closely associated with qalandariyât poetry generally: the “dilapidated winehouse” (kharâbât).53 Literally, the kharâbât are “ruins,” but in the poetry of this period it is
understood to be a place of wine, merriment, and debauchery. Here, being “ruined” (kharâb,
met. “drunk”) is not an admonition to readers, but rather it is the sine qua non of participation
in this poetic world. These “ruins” do not function to warn the reader of the transience of
mundane pleasures and glory as do the lifeless “ruins” of religious-homiletic poetry (such as,
most famously, the ruins of ancient Ctesiphon do in Khâqâni’s madâ’en qasideh).54 Rather, in
the qalandariyât, the “ruins” (kharâbât) are alive with mystical merriment and serves as the
center of transgressive activities. It functions as a mock-court of sorts,55 fully equipped with
its own cupbearers (sâqi) (line 5, 7) and minstrels (line 7). This Sufi “carnivalesque court” is
decidedly not the royal court of medieval Islamic societies’ political and religious elite that is
portrayed in panegyric poetry; nor is it the heavenly court of God as fashioned by the religious-homiletic poets. It is their inverse. It is positioned outside of medieval Islamic society
in both a geographical and moral sense, with its geographic marginality in the poetic imagination serving as a spatial reminder of the “outside the bounds” nature of the socially and religiously transgressive activities that occur in these houses of ill-repute (e.g., drinking, gam-

52.
53.

54.
55.

ﻧﺪاﻧﻢ ﻣﻦ ﺑﺠﺰ ﻫﺰل و ﺧﺮاﻓﺎت
ﺧﺮاﻓﺎت ﺧﺮاﺑﺎﺗﯽ ﭼﻪ ﮔﻮﯾﻢ
ﺧﺪاوﻧﺪی ﺟﻮادی ﻧﯿﮑﻮﯾﯽ ذات
ﺳﺨﻦ ﮔﻮﯾﻢ ز ﺷﺎﻫﯽ ﺟﻌﻔﺮی اﺻﻞ
Regardless of whether this poem is originally from the pen of Sanâ’i or Borhâni, the fact that it was
attributed to Sanâ’i in early manuscripts and explicitly labelled as a qalandari poem in the MiM 5468 Ms.
makes it de facto a part of Sanâ’i’s poetic heritage.
For more on rogue boasts, odes, and other types of qalandariyât, see chapter one.
De Bruĳn in his introductory study of Sanâ’i’s qalandariyât poetry makes this point too: de Bruĳn, “The
Qalandariyyāt in Persian Mystical Poetry,” 79–80. While kharâbât is typically translated as “tavern,” I
have opted to translate it as “dilapidated winehouse” in an effort to convey (even if only indirectly) both the
image of a “place of illicit drink” (i.e., tavern) and the sense of “ruin” (which is the literal meaning of the
term).
Meisami, “Poetic Microcosms,” 173–81.
Although Sanâ’i does not explicitly refer to the winehouse as a court in this poem, he does do so in other
poems. See, for example: Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 74 (q #28). The motif of the winehouse as a
mock-court is without a doubt one of the most prototypical features of the qalandariyât more broadly and
we will see it repeatedly in the examples below and in other chapters.
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bling, illicit sexual activities). One wishing to engage in such transgressive activities would
necessarily need to do so outside of the bounds of the established social order—represented
by the city and its institutions of religious and political power (e.g., courts, mosques, Sufi
lodges).
In the second line of the poem above, Sanâ’i celebrates one of these illicit winehouse
activities: imbibing alcoholic beverages and the resulting drunkenness. He goes as far as to
say that these times of “drunkenness” (masti) in the winehouse are “blessed” for him
(mobârak bashadam)—using a phrase with obvious religious connotations for an activity that
is decidedly against the normative Islamic law (shari’at) extolled in religious-homiletic poetry. The opposition between the value system represented in panegyric and religious-homiletic
poetry and Sanâ’i’s qalandariyât poem is made more explicit in lines three and four. In line
three, he celebrates the self-dissolution brought about through drunkenness as “better than
Qur’an recitation / or hawking the wares of asceticism (zohd) and worship (tâ’ât).” The three
pious practices that Sanâ’i defines in this line as categorically lesser in value than the self-dissolution produced by drunkenness in the winehouse are three of the most important pious acts
for a Muslim according to religious-homiletic poetry. In fact, the term “asceticism” (zohd) is
the etymological origin of the genre of “ascetic” or “religious” poetry (zohdiyât). Still,
Sanâ’i’s assertion here of the superiority of drunkenness in the winehouse to Qur’an recitation, asceticism (zohd), and acts of worship (tâ’ât) is a rather mild formulation of the more
common categorical rejection of these pious ideals found in qalandariyât poetry (as we will
see in examples below and in later chapters).
Sanâ’i is just beginning, however, to define the winehouse and its poetic world in opposition to religious-homiletic and panegyric poetry. He moves in the fourth line to tell us
that since he has “become free of the fetters of wisdom,” he will not “build then in this
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world.” This line can be viewed as an inversion of the ideals of both religious-homiletic and,
more strongly, panegyric poetry. Wisdom (kherad)—the central concept in this line—is frequently cited as one of the chief virtues of mamduhs in both political and religious panegyrics, and it is likewise portrayed as an important virtue of pious Muslims in religioushomiletic poetry. The second hemistich of line four, in which Sanâ’i declares his intent to
never build in this world, strengthens the antithesis between panegyric poetry and this poem
because one of the central features of panegyric poetry is its celebration of the patron’s
palaces and monuments, the earthly symbols of the his grandeur and earthly achievement.
Sanâ’i’s qalandari poem rejects this worldly logic—not due to an ascetic disposition (as in the
religious-homiletic poetry which sees all earthly monuments as transient and distractions
from heaven), but rather because building in this world will distract him from the winehouse
and his dedication (line 7) to its carnivalesque creed.56
With the generic antithesis between these types of poetry firmly established in the
opening lines, Sanâ’i transitions to a positive portrayal of the winehouse and its carnivalesque
ethos in lines five through nine. The central figures of this poetic world are the “cupbearer”
(sâqi) and the “minstrels” (moghanni, motreb) (lines 6, 8) who together serve the wine of
self-dissolution (line 2-3, 9) and provide intoxicating lyrics (lines 6, 8) that send the poet into
drunken ecstasy (lines 1, 9). The “rituals” of the winehouse described in this section are
transgressive in the extreme. First, he prostrates and does his prayers towards the cupbearer—
the server of an illicit alcoholic drink explicitly prohibited in the Qur’an—instead of towards
the divinely ordained qibla, the Ka’ba (line 6). Then, in the same line, he proceeds to cavort
with the minstrels (line 6) who, like the cupbearer, are typically understood to be beautiful

56. For more on the use of architecture and architectural imagery in Persian poetry, see the following studies of
Losensky: Losensky, “The Palace of Praise and the Melons of Time”; Losensky, “‘The Equal of Heaven’s
Vault’”; Losensky, “Coordinates in Space and Time”; Losensky, “‘Square Like a Bubble’.”
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young males (adding a degree of sexual transgressivity to the poem).57 These same images/
motifs are reinforced in line eight, where Sanâ’i addresses these figures directly, ordering
them to provide the wine and song which are the most essential elements of the winehouse
ceremony. These and other such ritualistic acts of transgression are repeated again and again
in the poetic world of the winehouse. When combined with the relatively consistent set of antinomian beliefs expressed in these same poems, together they form something of an alternative rite, religion, or “path” complete with its own sacred rituals and religious accouterments.
Sanâ’i himself gestures towards this fact in the poem when he asserts that he has been on this
“path” (sabil) since his youth when his father “dedicated” him to the “vats of wine” and his
mother set him “firm on the path to the winehouse” (line 7).58
The final two lines of the poem may at first glance appear somewhat enigmatic and
unrelated to the first nine lines since they both treat the theme of the self, or more specifically, the selflessness that is required in the kharâbât (see also line 3). Line ten explores this
theme through the figures of Moses and Pharaoh, who are often portrayed in the qalandariyât
as symbols of self-disregard and arrogant self-importance respectively.59 Sanâ’i tells us in the
second hemistich that he has already “dealt out retribution to” (i.e., vanquished) his (inner)
pharaoh, and he expands on the theme of selflessness in the final line, where instead of employing a poetic boast (fakhr), he self-deprecates in a mock-fakhr: claiming that he is only
“full of foolish words” and imploring the reader not even to greet him. The thematization of
selflessness and its verbalization in statements of self-deprecation is a prominent feature of
the qalandariyât. However, more important for the argument of this chapter, is the fact that it

57. See chapter four for more on (homo)eroticism in medieval Persian Sufi poetry.
58. In another qalandariyât poem, Sanâ’i even more explicitly states this, saying in reference to the winehouse
and its bacchic rituals, “this is our religion (din) and the qalandari way,” see: Sanâ’i, Divân-e Sanâʼi (ed.
Rezavi), 653–654 (q #289).
59. De Bruĳn has discussed the images of Moses and the pharaoh as a symbols of the “uncompromising
attitude of the customer of the kharâbât” and human arrogance respectively: de Bruĳn, “The Qalandariyyāt
in Persian Mystical Poetry,” 81.
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also represents an inversion of the poetic boast (fakhr) that is common in panegyric and religious-homiletic poetry.60 At another level, this concluding note of self-deprecation could be
read as an attempt to poetically perform humility and marginality—that is, to fashion a poetic
persona that is the antithesis of the socially/religiously-esteemed poet of panegyric and religious-homiletic poetry.
The carnivalesque poetics of parody and symbolic inversion is by no means exclusive
to Sanâ’i. Although he is the first Persian poet with a large body of extant qalandari poems, it
is arguably ‘Attâr who plays the most important role in developing this genre. I would like to
now turn to an example from his divân:
1

We are taking the road from the qibla61 towards the dilapidated winehouse,
then we will do our prayers in the gambling house.

2

Sometimes we cause an uproar from the pain of the dregs;
other times we sigh from the pure wine of the winehouse.

3

Since we are not sober for a moment in the hermitage,
we will do the work of the winehouse drunk and wasted.

4

O wise elder! Come and see how gentle we are
to the youthful libertines just to get some dregs!

5

Those full of spiritual conceits are repenting from our dregs
while we, without hypocrisy, are repenting from their spiritual conceits!

6

We are not boasting of “going all in” and debauchery,62
nor claiming any exalted states or stations.

7

Where are all our enlightenment and miracles?
For all we desire is enlightenment and miracles.

8

We are dreg-drinkers so we are no longer men of religion.
We are rendering infidelity lawful for the people of religion!63

60. See Meisami’s discussion of an example of fakhr in a religious-homiletic poem of Nâser-e Khusrow:
Meisami, Structure and Meaning, 201–03.
61. The qibla is the direction in which Muslims pray. It is determined by the location of the Ka’ba, the holiest
shrine in Islam, toward which all Muslims pray.
62. The oldest manuscript (Majles 2600) reads rendi here instead of mardi, which seems to make more sense in
this context so I have opted for this alternative reading.
63. A textual variant could change the meaning of this line to “we boast of infidelity to the people of religion.”
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9

Tell the people to do bad to us! For we
do not retaliate against or judge anyone.

10

O Saqi! The people of the dregs in this circle are ready!
Give them wine for we are doing the essential work of the wine.

11

Without a pawn, with your face (also: rook)
we will checkmate the king of the chess board.

12

We are the night-riders of the bedouin tribes of the heart’s Ka’ba.
We meet and converse with the shâheds of the soul!64

13

Regarding acquiring rational and learned knowledge, like ‘Attâr this time
we take up the work of the winehouse for a day or two.65
‘Attâr, in this complex tripartite rogue boast (1-3, 4-12 [4-9, 10-12], 13), continues

firmly in the footsteps of Sanâ’i. Beginning with a striking first line, he proceeds to radically
invert, subvert, and parody normative religious custom and traditional panegyric and religious-homiletic poetry. At the poetic level, the opening hemistich functions as a mock-rahil
(journey passage). ‘Attâr’s journey in this poem is not to the powerful court of a mamduh,
God’s heavenly court, or a holy sanctuary on earth (e.g., Ka’ba), but rather to the “dilapidated
winehouse” (kharâbât)—the carnivalesque court of the cupbearer (sâqi) (line 10) and the
wise elder (pir) (often portrayed as a “Magian”) (line 4). In this qalandari court, the courtiers

Regardless of which way we read this line, the valorization of infidelity (kofr) over (din) remains.
64. The figure of the shâhed is a beautiful person—typically a young man—used in a Sufi meditative ritual
called shâhed-bâzi in which the Sufi gazes upon the beautiful human form as an earthly embodiment of
God’s limitless beauty. For more on the figure of the shâhed and the ritual of shâhed-bâzi, see my lengthy
discussion of them and the theory of embodiment that underlies them in chapter four.
65. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 509–511 (#636). Persian text:
ﭘﺲ در ﻗﻤﺎرﺧﺎﻧﻪ ﻣﻨﺎﺟﺎت ﻣﯽﮐﻨﯿﻢ
ﻣﺎ ره ز ﻗﺒﻠﻪ ﺳﻮی ﺧﺮاﺑﺎت ﻣﯽﮐﻨﯿﻢ
ﮔﺎﻫﯽ ز ﺻﺎفِ ﻣﯿﮑﺪه ﻫَﯿﻬﺎت ﻣﯽﮐﻨﯿﻢ
ﮔﺎﻫﯽ ز دَردِ دُرد ﻫﯿﺎﻫﻮی ﻣﯽزﻧﯿﻢ
ﭼﻮن ﯾﮏ ﻧﻔﺲ ﺑﻪ ﺻﻮﻣﻌﻪ ﻫﺸﯿﺎر ﻧﯿﺴﺘﯿﻢ ﻣﺴﺖ و ﺧﺮابْ ﮐﺎرِ ﺧﺮاﺑﺎت ﻣﯽﮐﻨﯿﻢ
از ﺑﻬﺮ دردﯾﯽ ﭼﻪ ﻣُﺮاﻋﺎت ﻣﯽﮐﻨﯿﻢ
ﭘﯿﺮا ﺑﯿﺎ ﺑﺒﯿﻦ ﮐﻪ ﺟﻮاﻧﺎنِ رﻧﺪ را
ﻣﺎ ﺑﯽﻧﻔﺎق ﺗﻮﺑﻪ ز ﻃﺎﻣﺎت ﻣﯽﮐﻨﯿﻢ
ﻃﺎﻣﺎﺗﯿﺎن ز دُردیِ ﻣﺎ ﺗﻮﺑﻪ ﻣﯽﮐﻨﻨﺪ
ﻧﻪ دﻋﻮیِ ﻣﻘﺎم و ﻣﻘﺎﻣﺎت ﻣﯽﮐﻨﯿﻢ
ﻧﻪ ﻻفِ ﭘﺎکﺑﺎزی و رﻧﺪی ﻫﻤﯽ زﻧﯿﻢ
ﻣﺎ را ﮐﺠﺎﺳﺖ ﮐﺸﻒ و ﮐﺮاﻣﺎت ﮐﯿﻦ ﻫﻤﻪ ﺑﺮ آرزوی ﮐﺸﻒ و ﮐﺮاﻣﺎت ﻣﯽﮐﻨﯿﻢ
ﺑﺮ اﻫﻞ دﯾﻦ ﺑﻪ ﮐﻔﺮ ﻣﺒﺎﺣﺎت ﻣﯽﮐﻨﯿﻢ
دُردیﮐﺸﯿﻢ و ﺗﺎ ﺑﻨﺒﺎﺷﯿﻢ ﻣﺮد دﯾﻦ
ﺑﺎ ﮐﺲ ﻧﻪ داوری ﻧﻪ ﻣﮑﺎﻓﺎت ﻣﯽﮐﻨﯿﻢ
ﮔﻮ ﺑﺪ ﮐﻨﯿﺪ در ﺣﻖِ ﻣﺎ ﺧَﻠﻖ زاﻧﮑﻪ ﻣﺎ
ای ﺳﺎﻗﯽ اﻫﻞ درد درﯾﻦ ﺣﻠﻘﻪ ﺣﺎﺿﺮﻧﺪ ﻣﯽده ﮐﻪ ﮐﺎر ﻣﯽ ﺑﻪ ﻣﻬﻤﺎت ﻣﯽﮐﻨﯿﻢ
ﺑﯽ ﯾﮏ ﭘﯿﺎده ﺑﺮ رخ ﺗﻮ ﻣﺎت ﻣﯽﮐﻨﯿﻢ
ﺳﻠﻄﺎنِ ﯾﮏ ﺳﻮارهٔ ﻧَﻄﻊِ دو رﻧﮓ را
ﺑﺎ ﺷﺎﻫﺪانِ روح ﻣﻼﻗﺎت ﻣﯽﮐﻨﯿﻢ
ﻣﺎ ﺷﺐروانِ ﺑﺎدﯾﻪٔ ﮐﻌﺒﻪٔ دﻟﯿﻢ
در ﮐﺴﺐِ ﻋﻠﻢ و ﻋﻘﻞ ﭼﻮ ﻋﻄﺎر اﯾﻦ زﻣﺎن ﻫﻢ ﯾﮏ دو روز ﮐﺎرِ ﺧﺮاﺑﺎت ﻣﯽﮐﻨﯿﻢ

90

are the most marginal of social and religious actors (libertines/rend [line 4], “haunters of the
winehouse”/kharâbâtiyân, as we saw in Sanâ’i’s poem)66 and they do their prayers not in
mosques, but rather in illicit houses of wine and gambling (line 1). ‘Attâr sharpens this
antithesis in the opening lines of the poem, where he portrays himself and his merry band
turning away from the qibla to journey instead to the kharâbât—the qibla and holy sanctuary
of the qalandars. This poem’s focus in both its opening and closing sections on the opposition between the road to the winehouse and the qibla (line 1) and the implied contrast between the “heart’s Ka’ba” and the physical Ka’ba (line 12) establishes the “inversion of the
prayer direction” or mock-Ka’ba motif as one of the foundational elements of this poem.
‘Attâr then transitions to explore the theme of drunkenness, telling us that sometimes
the agent of intoxication (wine) produces an “uproar” or “clamor” (hayâhu),67 other times
“sighs” (line 2). Regardless, it is, as he insists in the third line, the permanent state of those
who have chosen the way of the winehouse (may-kadeh) or (christian) hermitage
(sowme’eh).68 One is never “sober” in these places, as the preacher/ascetic (vâ’ez/zâhed) poet
of religious-homiletic poetry implores his readers to be, and one is not a true “rogue” unless
one is constantly engaged in the anti-heroic pursuit of wine and drunkenness. This obsessive
and incessant celebration of drunkenness and depravity in the winehouse represents, as
Hamori, Meisami, and Noorani have argued in the context of the Arabic wine poetry (kham-

66. As will be seen in other poems discussed in this chapter and others, the mock-“courtiers” of the winehouse
court are quite varied: qalandar, qallâsh, rend, oubâsh, etc., all of which can be translated with the English
words rogue, rascal, ruffian, libertine, etc. However, the central actors are—without exception—portrayed
as socially and religiously marginal and transgressive figures. They are social outcasts at the very least and
some are even social outlaws.
67. The connection between wine and disorder, uproar, etc. is actually a very important theme of the
qalandariyât, which is only just referenced in passing in this particular poem. However, there are entire
qalandariyât poems devoted almost exclusively to this theme of disorder, uprising, etc. (shahr-âshub),
which I discuss in the first and third chapters.
68. In this poem and many other qalandariyât poems the “hermitage” (sowme’eh) is to be understood as a
Christian hermitage where Muslims would go to drink illicit wine. In other poems, however, the sowme’eh
seems to be associated with the religious centers of Muslim ascetics (zâhed) and/or hypocritical Sufis (as
Lewis points out in Hâfez’s poetry), who are the antithesis of the qalandar and other antinomian figures
associated with the winehouse. See: Lewis, “HAFEZ viii. HAFEZ AND RENDI.”
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riyât), a type of mock-heroism that parodies the grand heroic deeds and attributes of the panegyric’s mamduh.69
Apostrophizing the wise, non-Islamic master of the kharâbât and drawing his attention to their favorable treatment of the young men of the winehouse (line 4), ‘Attâr returns to
develop the opposition between the haunters of the winehouse (kharâbâtiyân) and their
nemeses, the tâmâtiyân (utterers of spiritual conceits) (line 5). (These latter figures are identical to, or at least allied with, the religious-homiletic poet in the conceptual universe of the qalandariyât).70 While he tells us in the first hemistich that the tâmâtiyân are busy repenting for
their sins (in this case, drinking), in the second hemistiche he inverts the image, triumphantly
announcing that the kharâbâtiyân too are joining them in repenting, but only in “repenting”
from spiritual conceits (tâmât). The mock-repentance motif illustrated here is another one of
the mainstays of qalandariyât poetry which clearly highlights the antithetical relationship between the poetic worlds of religious-homiletic and qalandari poetry.
The refusal of the “haunters of the winehouse” to repent and cease tippling their illicit
wine is by no means their worst sin. ‘Attâr asserts in line eight that wine has led them to renounce religion entirely and make “infidelity” (kofr) lawful for the “people of religion!”71
The celebration of kofr at the expense of or in opposition to Islam, or as we will see in other
poems, the motif of apostatical conversion to non-Islamic religions (especially, Christianity),
are all commonplace in the qalandariyât. Those that follow the path to the winehouse must
not only reject the normative religion (imân, din, and shari’at) of religious-homiletic and

69. Hamori, On the Art of Medieval Arabic Literature, 3–77; Meisami, Structure and Meaning, 35–38, 40, 164;
Noorani, “Heterotopia and the Wine Poem in Early Islamic Culture.”
70. Tâmât (spiritual conceits) are associated with the figure of the traditional—and in the mind of the qalandari
poet, hypocritical—Sufi in qalandariyât poetry. For more on the term tâmât, see: Shafi’i-Kadkani,
Qalandariyeh dar târikh, 287-93.
71. As I mentioned previously, a textual variant could change the meaning of this line to “we boast of infidelity
to the people of religion.” However, regardless of which way we read this line, the valorization of infidelity
(kofr) over (din) is retained, and so the basic thematic point remains the same.
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panegyric poetry, but must be willing to extol the virtues of non-Islamic religious traditions
and even profess “infidelity”/“apostasy” (kofr). The radically transgressive nature of these
claims are astonishing if taken at face value. In the view of some medieval Islamic legal
scholars, such statements could constitute apostasy (riddah)—one of the most serious crimes
in medieval Islamic society, which was punishable by death. While we should not read ‘Attâr
or other qalandari poets’ celebration of infidelity literally, neither should we reduce it to some
purely esoteric symbol that is completely divorced from the term’s highly charged and distinctly negative valuation in different modes of religious and political discourse. The poetic
potency of kofr and related carnivalesque motifs in qalandari poetry is predicated upon the
radical transgressivity associated with these terms and images in the reader’s mind.
The poem articulates the opposition between the established social and religious order
and the carnivalesque poetic world of the qalandariyât in other ways as well. In line nine,
‘Attâr orders “the people” to “do bad” to him and his folk for they do not “judge” or “retaliate against” anyone. The poet’s profession of extra-legality situates the kharâbâtiyân and
their winehouse outside normative legal and religious frameworks. While these regimes regulate behavior and render judgment on its (im)permissibility, the qalandari poet encourages
readers to be free of these binds.
‘Attâr then returns to the themes of wine, beautiful youths, and mock-rahil (lines
10-12). Ordering wine for the novices of the winehouse (line 10), he praises the cupbearer’s
beauty as capable of checkmating the king of the chess board in a complex metaphor in the
following line. The main section of the poem ends with a striking image that brings us back
to the image of the opening line. He announces that “we”—the collective poetic persona that
took the path from the qibla to the “dilapidated winehouse” (kharâbât) in the first hemistich
of the poem—“are the night-riders of the Bedouin tribes of the heart’s Ka’ba. / We meet and
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converse with the shâheds of the soul!” There is an emotive energy to the line that makes it
feel like a rallying cry for the kharâbâtiyân. Indeed, the poem as a whole reads as a map of
their poetic world. Turning away from the qibla and heading towards the “dilapidated winehouse” in the mock-rahil of the opening lines, the intervening lines (lines 2-11) elaborate the
poetic world of the kharâbât (its dramatis personae, carnivalesque ethos, rituals, etc.) before
concluding with a return to the mock-rahil as ‘Attâr identifies his motley crew as the “nightriders72 of the Bedouin tribes” who are headed to the “heart’s Ka’ba” to meet with the
“shâheds of the heart.” As he implies in the opening hemistich (but only makes explicit in
line 12), the “dilapidated winehouse” is the Ka’ba of the qalandariyât. This Ka’ba of the
heart is not the qibla or the place of pilgrimage for outwardly pious Muslims with their
prayer beads, prayer rugs,73 and spiritual conceits (tâmât). Rather, it is a mock-Ka’ba, a
kharâbât whose pilgrims are social outcasts that celebrate their mock-hajj (pilgrimage) with
wine, drunkenness, gambling, games, and beautiful youths. This is a carnivalesque Ka’ba
which is simultaneously the qalandari poet’s qibla, holiest sanctuary, and court of disrepute.
The poem then concludes with the “signature line” again reinforcing the essential dichotomy
between the world of the winehouse and the rest of the world in its insistence on distinguishing the “work of the winehouse” from “learned (‘elm) and rational (‘aql) knowledge,” both of
which are often celebrated in non-mystical poetry.74
The final poem that I will discuss in this section is from the divân of the consummate
qalandari poet, ‘Erâqi:

72. The Persian word here, shab-row, can also be read in a negative sense as “thief.” However, I think in this
context it may be better to read it as “night-goer” or “night-rider.”
73. Although these images are not included in this poem, the prayer beads (tasbih) and prayer carpet (sajjâdeh)
of pious Muslims are likewise standard symbols of normative religion that the persona of the qalandariyât
rejects.
74. For the role and importance of the “signature verse” in Persian poetry, see: Losensky, “Linguistic and
Rhetorical Aspects of the Signature Verse (Takhallus) in the Persian Ghazal.”
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1

O boy! Give me some Magian wine if you are our companion
for we no longer are fixed on the path of asceticism and piety.75

2

I considered the Sufi lodge to be of no importance—I do not intend to be virtuous!
Fill me a chalice and bring it to me! What’s the delay?

3

I have not gold nor silver, nor heart nor faith/religion—not even obedience!
It is only my companion and I in a corner with a song of poverty.

4

I am not of the people of asceticism and piety—bring me a goblet of wine!
For truthfully I repented from my hypocritical worship.

5

Bring pure wine, but if you don’t have that, bring the dark dregs to me
for from the dark dregs the heart and eyes will find illumination.

6

I went to the gambling house and saw players who went “all in,”
but when I went to the ascetics lodge, all I found was deception.

7

Since I broke my repentance, do not break our covenant.
At least once ask of my broken self: “How are you? Where are you?”

8

Pour me wine! For I have repented from asceticism
because I saw nothing from ascetics except boasting and ostentation.

9

Free us from the sorrow of the age with the wine at least once
for I did not find anyone free from the sorrow of the world except
through wine

10

When I am drunk, what is a church? What is the Ka’ba?
When I abandoned the self, what is union? What is separation?

11

I went to circumambulate the Ka’ba, but they did not allow me to pass into the
sanctuary,
saying: “Go! You?!? Who are you to presume you can come inside the Ka’ba?!”

12

At night I was knocking at on the monastery’s door when from inside I heard a call:
“‘Erâqi! Come inside! You are our companion.”76

75. Nafisi places the following line as the opening line of the poem:
ﮐﻪ دراز و دور دﯾﺪم ره زﻫﺪ و ﭘﺎرﺳﺎﯾﯽ
 ره ﻗﻠﻨﺪر ﺳﺰدار ﺑﻤﻦ ﻧﻤﺎﯾﯽ،ﭘﺴﺮا
Both the line above and the opening line of Mohtasham’s edition listed above in the text are very similar to
the following beyt that appears in the anonymous introduction immediately after ‘Erâqi converts to the
qalandari path:
ﮐﻪ دراز و دور دﯾﺪم ﺳﺮ ﮐﻮی ﭘﺎرﺳﺎﯾﯽ
 ره ﻗﻠﻨﺪر ﺑﺰن ار ﺣﺮﯾﻒ ﻣﺎﯾﯽ،ﭘﺴﺮا
76. This text is from: ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 108-09. With slight textual
variations (the most significant one of which is mentioned in the preceding note), this same poem appears
in: ‘Erâqi (Hamadâni), Kolliyât-e ‘Erâqi (ed. Nafisi), 295-96. Persian text from Mohtasham’s edition:
ﮐﻪ ﻧﻤﺎﻧﺪ ﺑﯿﺶ ﻣﺎ را ﺳﺮِ زﻫﺪ و ﭘﺎرﺳﺎﯾﯽ
 ﻣﯽِ ﻣﻐﺎﻧﻪ ﺑﺪه ار ﺣﺮﯾﻒِ ﻣﺎﯾﯽ،ﭘﺴﺮا
 ﭼﻨﺪ ﭘﺎﯾﯽ؟،ﻗﺪﺣﯽِ ﺷﺮاب ﭘﺮ ﮐﻦ ﺑﻪ ﻣﻦ آر
 ﺳﺮِ ﻣَﺼﻠَﺤﯽ ﻧﺪارم،ﮐﻢ ﺧﺎﻧﮕﻪ ﮔﺮﻓﺘﻢ
ﻣﻨﻢ و ﺣﺮﯾﻒ ﮐﻨﺠﯽ و ﻧﻮایِ ﺑﯽ ﻧﻮاﯾﯽ
 ﻧﻪ ﻃﺎﻋﺖ، ﻧﻪ دل و ﻧﻪ دﯾﻦ،ﻧﻪ زر و ﻧﻪ ﺳﯿﻢ دارم
ﮐﻪ ﺑﻪ ﺻِﺪق ﺗﻮﺑﻪ ﮐﺮدم ز ﻋﺒﺎدت رﯾﺎﯾﯽ
ﻧﻪام اﻫﻞ زﻫﺪ و ﺗﻘﻮی ﺑﻪ ﻣﻦ آر ﺳﺎﻏﺮ ﻣﯽ
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The opening of ‘Erâqi’s tripartite qalandari ode (1-5, 6-10, 11-12) is closer in form to
the poem of Sanâ’i discussed earlier in the sense that it begins by establishing the opposition
between the poetic world of religious-homiletic poetry and the winehouse world of the qalandariyât. ‘Erâqi develops this antithesis to a fever pitch. He begins by apostophizing a “boy”
(pesar)—presumably, given the context, the cupbearer—imploring him to bring him a “chalice” of wine without delay (line 1-2). The wine here, ‘Erâqi tells us, is “Magian wine”—a
designation which, at the poetic level, intensifies the transgressivity of the (already) illicit act
of drinking by adding an element of religious transgressivity to this image as well.77 Wine/
drunkenness (lines 4-5, 8-10, 12) and, to a lesser extent, the winehouse or monastery (deyr)
(lines 3, 12) are the central images of this poem, and they function as the symbolic antitheses
of the other set of images/concepts presented in the poem: asceticism and ascetics (zohd va
pârsâ’i, zâhed), religion (din), good behavior (maslahi), pious acts of obedience (tâ’ât), piety
(taqvâ), repentance (towbeh), worship (‘ebâdat), Sufi/ascetic lodge (khânegâh, sowme’eh),78
and the Ka’ba. This latter set of images and concepts should by now be relatively familiar to
the reader as typical of religious-homiletic poetry. Throughout this poem, ‘Erâqi develops the
antithesis between these symbols and the poetic world they typify through a number of semiindependent, but ultimately interlinked, thematic units. In the second hemistich of the first
line, for example, he justifies his order for “Magian wine” by rejecting “asceticism and piety”
(zohd va pârsâ’i), which he repeats with slightly different phrasing in line four as well in the
ﮐﻪ ز دُردِ ﺗﯿﺮه ﯾﺎﺑﺪ دل و دﯾﺪه روﺷﻨﺎﯾﯽ
ﻣﯽِ ﺻﺎف ار ﻧﺪاری ﺑﻪ ﻣﻦ آر ﺗﯿﺮه دُردی
ﭼﻮ ﺑﻪ ﺻﻮﻣﻌﻪ ﮔﺬﺷﺘﻢ ﻫﻤﻪ ﯾﺎﻓﺘﻢ دَﻏﺎﯾﯽ
ﺑﻪ ﻗﻤﺎرﺧﺎﻧﻪ رﻓﺘﻢ ﻫﻤﻪ ﭘﺎﮐﺒﺎز دﯾﺪم
 ﭼﮕﻮﻧﻪ و ﮐﺠﺎﯾﯽ؟:ز ﻣﻦ ﺷﮑﺴﺘﻪ ﺑﺮرس ﮐﻪ
 ﺑﺎری،ﭼﻮ ﺷﮑﺴﺖ ﺗﻮﺑﻪٔ ﻣﻦ ﻣَﺸِﮑَﻦ ﺗﻮ ﻋﻬﺪ
ﭼﻮ ز زاﻫﺪی ﻧﺪﯾﺪم ﺟﺰ ﻻف و ﺧﻮدﻧﻤﺎﯾﯽ
ﺗﻮ ﻣﺮا ﺷﺮاب در ده ﮐﻪ ز زﻫﺪ ﺗﻮﺑﻪ ﮐﺮدم
ﮐﻪ ﻧﯿﺎﻓﺖ ﺟﺰ ﺑﻪ ﻣﯽ ﮐﺲ ز ﻏﻢِ ﺟﻬﺎن رﻫﺎﯾﯽ
ز ﻏﻢِ زﻣﺎﻧﻪ ﻣﺎ را ﺑﺮﻫﺎن ﺑﻪ ﻣﯽ زﻣﺎﻧﯽ
 ﭼﻪ وﺻﺎل و ﭼﻪ ﺟﺪاﯾﯽ،ﭼﻮ ﺑﻪ ﺗﺮکِ ﺧﻮد ﺑﮕﻔﺘﻢ
 ﭼﻪ ﮐﻠﯿﺴﯿﺎ ﭼﻪ ﮐﻌﺒﻪ،ﭼﻮ ز ﺑﺎده ﻣﺴﺖ ﮔﺸﺘﻢ
 ﺗﻮ ﺧﻮد ﮐﻪ ﺑﺎﺷﯽ ﮐﻪ درون ﮐﻌﺒﻪ آﯾﯽ،ﮐﻪ ﺑﺮو
 ﺑﻪ ﺣﺮم رﻫﻢ ﻧﺪادﻧﺪ،ﺑﻪ ﻃﻮافِ ﮐﻌﺒﻪ رﻓﺘﻢ
ﮐﻪ درون درآی ﻋﺮاﻗﯽ ﮐﻪ ﺗﻮ ﻫﻢ ﺣﺮﯾﻒ ﻣﺎﯾﯽ
درِ دﯾﺮ ﻣﯽزدم ﺷﺐ ز درون ﻧﺪا ﺷﻨﯿﺪم
77. See footnote 34, chapter 2 on how similar themes were treated (quite differently) in Farrokhi and ‘Onsori’s
panegyrics.
78. In contrast to ‘Attâr’s poem above, in ‘Erâqi’s poem sowme’eh seems to be associated with Muslim ascetics
(zâhed) and/or hypocritical Sufis, like Lewis argues it is used in Hâfez’s poetry: Lewis, “HAFEZ viii.
HAFEZ AND RENDI.”
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defiant declaration “I am not of the people of asceticism and piety (zohd va taqvâ)—bring me
a goblet of wine!” His rejection of asceticism and piety in favor of wine is only one in a series of repudiations of the conceptual world of religious-homiletic poetry in this poem. He
also rejects the Sufi/ascetic lodge (line 2, 6), good behavior (maslahi) (line 2), religion (din),
gold and silver, pious acts of obedience (tâ’ât) (line 3), and the deception (daghâ’i), boasting,
and ostentation (lâf va khudnomâ’i) of the Sufis/ascetics (line 6, 8). Moreover, as we saw on
a smaller scale in ‘Attâr’s poem, ‘Erâqi employs the mock-repentance motif several times,
telling us he is “repenting from” various pious acts (“hypocritical worship” [line 4] and “asceticism” [zohd, line 8]) and has “broke [his] repentance” (line 7) in order to stay true to his
illicit “covenant” with the beloved cupbearer. ‘Erâqi’s heavy reliance on the mock-repentance
motif in this poem is particularly noteworthy because it most directly parodies the central
concern of religious-homiletic poetry: i.e., the call for repentance (towbeh).
Like Sanâ’i and ‘Attâr, ‘Erâqi elaborates in positive terms what constitutes the
antithesis of the religious-homiletic and panegyric poetic worlds that he so stridently rejects
in this poem: the winehouse, with its liberating, “Magian” wine (lines 1-2, 4-5, 8-10, 12),
song (line 3), “companion[s]” (line 3, 7), and gambling (line 6). The poet of this mock-court
is a rogue who flagrantly courts socio-religious opprobrium and ultimately aims to abandon
his “self” (line 10) in a wine-induced stupor. In his poetic world, the transgression of—not pious obedience (tâ’ât) to—normative Islamic law (shari’at) produces spiritual advancement
while illicit wine enables release from the “sorrow of the world” (line 9). Even in its “dark
dregs” one can find “illumination” (line 5). Wine/drunkenness is perhaps the most radical element of the poetic world of the qalandariyât because it is the agent that reveals the illusionary nature of the normative social and religious order that is celebrated so profusely in panegyric and religious-homiletic poetry. As ‘Erâqi suggests in line ten, it is capable of subverting
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the seemingly immutable social hierarchies and divinely ordained religious distinctions of
earthly reality to the point where there is no longer any difference between a church and the
Ka’ba, or the Ka’ba and a Christian monastery-cum-winehouse, as we see in the final two
lines of ‘Erâqi’s poem.
Like ‘Attâr, ‘Erâqi concludes his poem with a mock-hajj (mock-rahil)/mock-Ka’ba
motif which is prefigured in the opening lines of the poem in his declaration that he has abandoned the way of asceticism and piety and journeyed to the “gambling house.”79 In the closing lines, he returns the reader to this thematic cluster and develops it further by portraying
his failed attempt to go on pilgrimage (hajj) to the Ka’ba in Mecca and circumambulate
(tawâf) the holy shrine, as is incumbent upon all pious Muslims. He fails not due to any lack
of spiritual resolve, but rather because his way into the sanctuary (haram) is blocked by an
anonymous “they,” who in the broader context of this poem should be understood as representatives of the antithetical poetic world of religious-homiletic poetry (the zâhed of line 8
and the institutionalized, hypocritical Sufis and ascetics of the khânegâh and sowme’eh from
lines 2, 6). Implicitly asserting their own self-importance and self-righteousness, they shoo
‘Erâqi away, asking him rhetorically “Who are you to presume you can come inside the
Ka’ba?!?” Rejected, but not distraught, he heads to the Christian monastery (deyr)—another
common haunt of the qalandari poet. In contrast to the Ka’ba of the pious Muslims, here in
this Christian monastery-cum-winehouse ‘Erâqi is welcomed with open arms as a “companion” (line 12).
The concluding image here is striking. At a metaphoric level, this image captures the
raison d’être of qalandari poetics more generally. ‘Erâqi, blocked from the sanctuary (haram)

79. As Meisami has pointed out in the context of the qasideh, Persian poets sometimes move the rahil to the
end of the poem. See: Meisami, Medieval Persian Court Poetry, 65; Meisami, “Poetic Microcosms,”
158-60.
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of the Ka’ba in Mecca by self-righteous ascetics, institutionalized Sufis, and other guardians
of traditional piety, must abort his hajj pilgrimage and undertake an alternative, mock-hajj to
the mock-Ka’ba of the Christian monastery-cum-winehouse. The turn away from the Ka’ba
in this poem (and, in other qalandari poems, the “mosque,” ascetics lodge, etc.) is, in a sense,
a metaphoric performance of the qalandari poet’s rejection of the poetic world of religioushomiletic poetry. At a more general level, the decision of Sanâ’i, ‘Attâr, ‘Erâqi, and other
“rogue” poets to take the metaphoric path from the courts of God and the political elites to
the mock-court(s) of the Sufi carnival inaugurates anew in each qalandari poem the intergeneric poetic game of constructing the qalandariyât as a countergenre. While the basic thematic contours of the qalandari poetic world are in place as early as Amir Mo’ezzi and Sanâ’i
(and possibly even earlier if the attribution of the qalandari poem to Borhâni is sound), the
construction of qalandari poetics did not end there. The intergeneric process of parodic inversion that created the qalandariyât in the first place continued as each new poet responded in
new ways to the existing canon.
III. The Qalandariyât in the Persian Poetic System Part II:
The Oppositional Parallelism of Amir Mo’ezzi’s Qalandari Panegyric
Most extant qalandari poems are either polythematic “rogue homilies” or monothematic poems of varying lengths which function primarily as a countergenre to religioushomiletic and royal panegyric poetry.80 However, we have at least one piece of evidence that
indicates qalandari poetry played another important role as well in the early Persian poetic
system. The court poet and son of Borhâni, Amir Mo’ezzi, composed a fifty-one line classical
panegyric qasideh with a qalandari introit (nasib) for his patron Fakhr al-Din al-Ma’âli Abu
‘Ali Sharafshâh Ja’fari. This poem is doubly important because it is not only the first extant

80. For more on “rogue homilies” and the different types of monothematic qalandari poems, see chapter one of
the present study.
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example of a classical panegyric with a qalandari introit, but it is also one of the earliest,
complete, non-quatrain qalandari poems by a poet other than Sanâ’i. There are a number of
qalandari quatrains that are attributed to Abu Sa’id Abu Kheyr (d. 1049), Bâbâ Tâher (dates
widely disputed, from tenth-thirteenth centuries), and Sheykh Yusof ‘Âmeri (d. eleventh century). There is also a qalandari poem attributed to Amir Mo’ezzi’s father, Borhâni, which is
attributed to Sanâ’i as well and may be the introit of another panegyric for Sharafshâh
Ja’fari.81 However, Amir Mo’ezzi’s panegyric for Sharafshâh Ja’fari remains the earliest complete example of a non-quatrain qalandari poem by a poet other than Sanâ’i. While this poem
has obvious significance for our understanding of the early development of qalandari poetry,
my interest in it here lies in the way in which it unites a monothematic qalandari introit with a
poem whose panegyric section (madh) praises a local political figure in terms broadly consonant with the tradition of royal panegyric poetry.
In a certain sense, the use of a qalandari introit in a courtly panegyric poem (madh)
would seem to undermine the argument of the preceding section regarding the antithetical relationship between royal panegyric and qalandari poetry. However, this conflict is not real but
only apparent. To argue, as I do above, that the poetic worlds of qalandari and royal panegyric/religious-homiletic poetry parodically invert one another does not mean that these thematic domains are hermetically separate fields that can never operate in conjunction with
each other to achieve certain poetic effects. In the classical (polythematic) bi- or tripartite
panegyric qasideh, for example, the coexistence of disparate thematic units is the norm. Royal panegyrics often treat amatory, nature, or anacreontic themes in their introit (nasib) before
transitioning (sometimes quite swiftly) to eulogic themes (madh) in the body of the poem.
While some scholars have seen the juxtaposition of radically disparate thematic concerns as a

81. On the qalandari quatrains of Abu Sa’id Abu Kheyr, Bâbâ Tâher, and Sheykh Yusof ‘Âmeri, see studies
cited in footnote 23, chapter 1.
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sign of the atomistic nature of Persian and Arabic poetry, more recent literary studies have
convincingly demonstrated that the introit (nasib) is integrally linked with the subsequent
panegyric section in quite complex—even if not immediately obvious— ways.
This realization has led scholars of Arabic and Persian poetry to adopt the poetic
terms “strophe” and “antistrophe” from Greek poetics to designate the introit (nasib plus the
rahil) and subsequent thematic section (e.g., madh) of the qasideh, respectively.82 It is a useful terminological maneuver, even if for heuristic purposes only, because it allows us to conceptualize the qasideh as a poetic whole with interdependent thematic components that all
work in concert to achieve a broader poetic aim or “meaning” which cannot be reduced to the
apparent “meaning” of any one section of the poem on its own. It gives us a framework in
which to examine the intratextual relationship between a qasideh’s strophe and antistrophe,
which has been shown to play a crucial role in the way the poem as a whole constructs
“meaning” not despite but because of their thematic differences.
The relation between the qasideh’s strophe and antistrophe is not static or predictable.
Scholars of Arabic and Persian poetry have demonstrated that a qasideh’s strophe and antistrophe can function either in an antithetical or parallel manner vis-à-vis one another. Further
research may reveal different sub-patterns of antithesis and parallelism, or features particular
to the Persian and Arabic traditions or specific regions and historical time periods within each
of these traditions. The dearth of studies on this topic prevents us from reaching any general
conclusions at this point.83 For the purposes of the present study, it is only important to note

82. Beatrice Gruendler also adds the term “metastrophe” to refer to the concluding, “cap” lines. See brief
discussion of this below and also: Gruendler, Medieval Arabic Praise Poetry, 15, 52-54. Note too that the
use of the terms “strophe” and “antistrophe” with respect to Persian and Arabic poetry differs in important
ways from the classical meaning of these terms in Greek.
83. See studies cited in this footnote for general overview of the strophe/antistrophe discussion in Arabic and
Persian poetry. Stefan Sperl was the first to use the terminology of strophe/antistrophe to discuss the
different sections of the Arabic qasideh, arguing that the qasideh is typically structured in a strophe/antistrophe manner, with the nasib and madih sections functioning in an antithetical relationship with one
another. The madih section, he maintains, “celebrates the societal values and virtues” associated with the
patron (mamduh), which are inverted in the nasib by those associated with the “abandoned (campsite)
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that (1) the strophe and antistrophe in Persian and Arabic qasideh poetry are capable of operating in an antithetical or parallel manner vis-à-vis one another, and (2) their interrelation is
central to the way in which the qasideh produces meaning. We need to adopt an interpretative
approach that moves “beyond the section” (to critically adapt van Gelder’s title)—an “intersectional” approach, one might say.
The panegyric qasideh of Amir Mo’ezzi for Sharafshâh Ja’fari is a particularly interesting example in this regard. In this poem Amir Mo’ezzi constructs a complex parallel relation between the seemingly antithetical poetic worlds of the qalandari strophe and the panegyric antistrophe in which he eulogizes Sharafshâh Ja’fari in terms drawn from royal
panegyric poetry. It both presents an interesting case study of strophe/antistrophe interrelation
and, more importantly for the present study, points to other potential roles that qalandari poetry may have played in the Persian poetic system outside of its role as monothematic
countergenre.
The mamduh of this poem, Sharafshâh Ja’fari, was evidently a wealthy denizen of
Qazvin who rose to the rank of ra’is and vâli (governor) under the Seljuqs.84 The qalandari
strophe and references to his spiritual status also indicate that he likely either had a connec-

ruins” (atlâl) and the figure of the beloved. See: Sperl, Mannerism in Arabic Poetry, 19-27. Meisami adopts
Sperl’s terminology, but correctly points out that the relationship between the nasib and madih can be both
antithetical and parallel. See: Meisami, Medieval Persian Court Poetry, 24-76; Meisami, Structure and
Meaning, 145ff. Gruendler, while concuring with Meisami that nasib and madih can be antithetical or
parallel to one another, does argue that “[p]anegyric qasā’id for caliphs tend to be antithetical in
structure...The habīb, protagonist of the nasīb (strophe), and the ruler, protagonist of the madīh
(antistrophe), as well as their respective powers (fate and rulership) and their realms (atlāl and state),
constitute binary oppositions. As a whole, the qasīda, moves from affliction to redemption or from the
sensual to the spiritual realm. Both binary structures reveal an inherent logic in the qasīda’s separate
themes, by ascribing the first part (Sperl’s strophe) a functional role as a foil for or a contrast to the second
part, concerned with the ruler (Sperl’s antistrophe).” See: Gruendler, Medieval Arabic Praise Poetry, 15,
52-54. Tahera Qutbuddin also points out examples of both antithesis and parallelism in the nasib/madih
sections of al-Mo’ayyad’s panegyrics. See: Qutbuddin, Al-Mu’ayyad al-Shīrāzī and Fatimid Da’wa Poetry,
173-174, 213. For more on the complex thematic, symbolic, and structural interrelations of the nasib and
other sections of the qasideh, also see: Sells, “Guises of the Ghūl”; Sells, “Like the Arms of a Drowning
Man.”
84. On Sharafshâh Ja’fari, see: Tetley, The Ghaznavid and Seǉuk Turks, 92-94; Hillenbrand, “Ḳazwīn.”
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tion to Sufi groups in Qazvin or, at the very least, had a strong affinity for this mode of piety.
My translation of the poem will be followed by analysis:
1

If the abode of the dissimulators is the dilapidated winehouse (kharâbât),
amongst the haunters of the winehouse there are disguises for me.

2

Throughout the city all of the lovers are wasted,
perhaps my beloved idol is in the dilapidated winehouse today!

3

Don’t go after asceticism (zohd)—get wasted and become a haunter of the winehouse!
For in life, all prosperity (lit. building up) comes from drunkenness/destruction.

4

Bring that pharaonic cup and place it in my hands!
For it is the appointed day of Moses and the appointed time.

5

I am not yielding in drinking wine because
the middle of love’s arena is magnificence for me.

6

Any place that is a dwelling for the people of love
is not a place for the issues of scrolls and spiritual conceits.

7

Between the lover and the beloved there is a inner meaning
that fails wherever there is words.

8

I am that person who is always prostrated in prayer before love—
my existence becomes great with this type of worship.

9

Any ode that arose amorously in love
is like “the seven oft-recited verses” and heavenly greetings for me.

10

There is no regard for me from love for even an hour,
though from my heart and very soul there is regard for love.

11

In my youthful days I became a prisoner of love—
where should I seek this place that is among the impossibilities?

12

I am continually going to the court of that lord
who is master of the kings and king of descendants of the prophet.

13

The beauty of the world, Fakhr al-Din al-Ma’âli, that king
who is the perfection and bliss of the fortunate ones.

14

Abu ‘Ali Sharafshâh ebn ‘Ezzâ al-Din
who is laudable in his ways like Ja’far Barmakid.
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15

For him, honor is from Ja’far and kingship is from the dervishes (i.e., spiritual elect),85
for he is Ja’fari in disposition and dervish (spiritual elect) in (spiritual) station.

16

Ja’far took the heavens under his wings (i.e., he flew in the heavens)86
because the spiritual resolve of his son is greater than the heavens.

17

They cite the example of the generosity of Ja’far Barmakid, and for me
the example of the generosity of Sharafshâh is Ja’farian in essence.

18

O you whose service to him is not sufficient!
Punishment and revenge will come to you from the wheels of time.

19

O you whose appointed time is at his court!
His promise is “how far is that which you are promised!” [ref. Qur’an 23:36]

20

You, o offspring of fortune, are the deliverance of the freeborn,
eternal fortune converses in private with you.

21

You with whom the day of union with is great!
You with whom the time of praising is excellent!

22

The orbits are all continually arrayed in accordance with your desire,
your will is in accordance with its turning.

23

If in the creation of domains, there is the domain of the sky,
know that the domain of [your] generosity has many domains.

24

How can one give news of your enemy?
How could I [tell anything about him]? Because he is among the dead [now].

25

[For you,] the land is a game board, and fate and destiny are companions,
the celestial orbits are like chess and they have been defeated.

26

Your enemy is like the king and his fortune the queen—
on the chessboard he is checkmated with your queen.

27

The evil-natured jealous one is not evidence against you—
the words that I say here are testimonies from me.

28

One piece of my evidence is that his oath is sworn
by the truth of the honor of ‘Uzza and the efficacy (lit. tool/utility) of Lat.

85. On the word ﮐُﻨﮕُﺮ, which I have translated as “dervish,” see: Shafi’i-Kadkani, Qalandariyeh dar târikh, 429
n10.
86. Line 16 is a reference to Ja’far ben Abi Tâleb, who Prophet Muhammad reportedly said that he saw fly to
paradise. On Ja’far bin Abi Tâleb, or Ja’far al-Tayyâr as he comes to be known, see: Vaglieri, “Ḏj̲aʿfar b.
Abī Ṭālib.”
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29

In the assembly of eminences, I maintain
that your presence is better than the gardens of paradise.

30

Since the prophet called “Qazvin” a gate of paradise,
know that your presence is a garden among the gardens of paradise.

31

I swear by your royal legitimacy (farr), I will prove
that serving you is one of the norms and acts of worship.

32

What pleases you is what pleases the prophet, what pleases the prophet
is what pleases the creator of the throne and that is among the acts of obedience.

33

The proofs of the excellency of your assembly are
the Ka’ba, holy stone, and pilgrimage of the people in need.

34

Every wise person who has good fortune
hurries to your assembly from his city and birthplace.

35

He is always saying “take the praise” and “bring the gift”;
the response from you to “bring” is “take,” the response to “take” is “bring.”

36

If on resurrection day you are the intercessor for people,
there will not be fear of resurrection nor punishment for sins.

37

You, o just king, will be the first person
who on the day resurrection meets with Mustafa (Prophet Muhammad).

38

Your character and conduct has been manifested for (all) kings—
what place do a Bahman and Nuzar have in the story?

39

All of your ceremonies become the source of gifts.
Your mind is the adornment of right guidance (in all its forms).

40

The mementos of kings are taken from your wise opinions and banner.
The fine points of treatises are taken from your name and chronicles.

41

Perfection does not increase with the turning of the celestial spheres,
(but) your perfection of spiritual fortitude and generosity does.

42

The zodiac sign of your insight and spiritual fortitude were ascendent
such that even the highest point of Saturn is below that banner.

43

Where a reciter declaims a panegyric about you,
all the fluency of the reciter goes to that recitation.

44

My temptation (i.e., my love) is praising you, o my lord,
for praise of you is sufficient enough payment for me.
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Your praise, o my king, when it is in a noble mind,
it is among the tangible things when I express it.

45

Just as your house, o my king, is the praise of kings,
my verse in praise of you is the ornament of verses.

46

My wisdom and cultivation of topoi are fresh (lit. virginal).
They are not comparable to other poets.

47

Because of your fortune, all poets ask me
every question that is among the most difficult of questions.

48

As long as there are months of Mehr and Tir, and the day of Bahram,
and as long as there are months, years, days, and hours,

49

may God—great is his glory—repel from you
whatever is connected to misfortunes or calamities.

50

Time is your aid and assistance.
God gives you virtue and support.87

51

87. Mo’ezzi, Kolliyât-e Divân-e Amir Mo’ezzi (ed. Qanbari), 128-30; Mo’ezzi, Divân-e Amir Mo’ezzi (ed.
Âshtiyâni), 113-15. Persian text:
ﻣﺮا ﻣﯿﺎن ﺧﺮاﺑﺎﺗﯿﺎن ﻟﺒﺎﺳﺎت اﺳﺖ
اﮔﺮ ﺳﺮای ﻟﺒﺎﺳﺎﺗﯿﺎن ﺧﺮاﺑﺎت اﺳﺖ
ﻣﮕﺮ ﻧﮕﺎر ﻣﻦ اﻣﺮوز در ﺧﺮاﺑﺎت اﺳﺖ
ﻣﯿﺎن ﺷﻬﺮ ﻫﻤﻪ ﻋﺎﺷﻘﺎن ﺧﺮاب ﺷﺪﻧﺪ
ﮐﻪ ﻋﻤﺮ را ز ﺧﺮاﺑﯽ ﻫﻤﻪ ﻋﻤﺎرات اﺳﺖ
ﻣﺠﻮی زﻫﺪ و ﺧﺮاﺑﯽ ﮐﻦ و ﺧﺮاﺑﺎﺗﯽ
ﮐﻪ روز وﻋﺪهی ﻣﻮﺳﯽ و ﮔﺎه ﻣﯿﻘﺎت اﺳﺖ
ﺑﯿﺎر ﺳﺎﻏﺮ ﻓﺮﻋﻮﻧﯽ و ﺑﻪ دﺳﺘﻢ ده
ﻣﺮا ﻣﯿﺎﻧﻪٔ ﻣﯿﺪان ﻋﺸﻖ دارات اﺳﺖ
ﻧَﯿﻔِﮑﻨﻢ ﺳﭙﺮ از ﺑﺎدهْ ﺧﻮردن از ﭘﯽ آﻧﮏ
ﻧﻪ ﺟﺎی ﻧﮑﺘﻪٔ ﻃﻮﻣﺎر و ﺟﺎی ﻃﺎﻣﺎت اﺳﺖ
ﻫﺮ آن ﻣﮑﺎن ﮐﻪ ﺑُﻮَد اﻫﻞ ﻋﺸﻖ را ﻣﺄوی
ﮐﻪ ﻗﺎﺻﺮ آﯾﺪ از آن ﻫﺮ ﮐﺠﺎ ﻋﺒﺎرات اﺳﺖ
ﻣﯿﺎن ﻋﺎﺷﻖ و ﻣﻌﺸﻮق ﻫﺴﺖ آن ﻣﻌﻨﯽ
ﺑﺪان ﺳﺠﻮدْ وﺟﻮدِ ﻣﺮا ﮐﺮاﻣﺎت اﺳﺖ
ﻣﻦ آن ﮐﺴﻢ ﮐﻪ ﻫﻤﯽ ﺳﺠﺪه ﭘﯿﺶ ﻋﺸﻖ ﺑﺮم
ﻣﺮا ﭼﻮن ﺳﺒﻊ ﻣﺜﺎﻧﯽ و ﭼﻮن ﺗﺤﯿّﺎت اﺳﺖ
ﻫﺮ آن ﺳﺮود ﮐﻪ در ﻋﺸﻖ ﻋﺎﺷﻘﺎﻧﻪ ﺑﺨﺎﺳﺖ
ﮐﻪ ﻋﺸﻖ را ز دل و ﺟﺎن ﻣﻦ ﻣﺮاﻋﺎت اﺳﺖ
ﻣﺮا ز ﻋﺸﻖ ﻣﺮاﻋﺎت ﻧﯿﺴﺖ ﯾﮏ ﺳﺎﻋﺖ
ﻣﻦ اﯾﻦ ﻣﺤﻞ ز ﮐﻪ ﺟﻮﯾﻢ ﮐﻪ از ﻣﺤﺎﻻت اﺳﺖ
ﺑﻪ روزﮔﺎر ﺟﻮاﻧﯽ اﺳﯿﺮ ﻋﺸﻖ ﺷﺪم
ﮐﻪ ﺳﯿّﺪ ﻣﻠﮑﺎن اﺳﺖ و ﺷﺎه ﺳﺎدات اﺳﺖ
روم ﻣﺪام ﺑﻪ درﮔﺎه آن ﺧﺪاوﻧﺪی
ﮐﻪ از ﮐﻤﺎل و ﺳﻌﺎدات ذو اﻟﺴﻌﺎدات اﺳﺖ
ﺟﻤﺎل ﻋﺎﻟﻢ ﻓﺨﺮ اﻟﻤﻌﺎﻟﯽ آن ﻣﻠﮑﯽ
ﮐﻪ ﻫﻤﭽﻮ ﺟﻌﻔﺮ ﺑﺮﻣﮏ ﺳﺘﻮده ﻋﺎدات اﺳﺖ
اﺑﻮ ﻋﻠﯽ ﺷﺮﻓﺸﺎه اﺑﻦ ﻋﺰا اﻟﺪﯾﻦ
ﮐﻪ ﺟﻌﻔﺮی ﺳِﯿَﺮ و ﮐُﻨﮕُﺮی ﻣﻘﺎﻣﺎت اﺳﺖ
ﺷﺮف ز ﺟﻌﻔﺮ و ﺷﺎﻫﯽ ز ﮐُﻨﮕُﺮﺳﺖ اورا
ﮐﻪ ﻫﻤﺖ ﭘﺴﺮش ﺑﺮﺗﺮ از ﺳﻤﺎوات اﺳﺖ
از آن ﮔﺮﻓﺖ ﺳﻤﺎوات زﯾﺮِ ﭘﺮْ ﺟﻌﻔﺮ
ﻣﺜﻞ ﺑﻪ ﺟﻮد ﺷﺮﻓﺸﺎه ﺟﻌﻔﺮی ذات اﺳﺖ
ﺑﻪ ﺟﻮد ﺟﻌﻔﺮ ﺑﺮﻣﮏ ﻣﺜﻞ زﻧﻨﺪ و ﻣﺮا
ز روزﮔﺎر ﺗﻮرا ﻣﺎﻟﺶ و ﻣﮑﺎﻓﺎت اﺳﺖ
اﯾﺎ ﮐﺴﯽ ﮐﻪ ﺗﻮرا ﺧﺪﻣﺘﺶ ﮐﻔﺎﯾﺖ ﻧﯿﺴﺖ
وﻋﯿﺪ او ﺑِﻠِﻤﺎ ﺗﻮﻋَﺪون ﻫﯿﻬﺎت اﺳﺖ
اﯾﺎ ﮐﺴﯽ ﮐﻪ ﺑﻪ درﮔﺎه اوﺳﺖ ﻣﻮﻋﺪ ﺗﻮ
ﮐﻪ ﺑﺎ ﺗﻮ دوﻟﺖِ ﭘﺎﯾﻨﺪه را ﻣﻨﺎﺟﺎت اﺳﺖ
ﺗﻮ ای ﻧﺘﯿﺠﻪٔ دوﻟﺖ ﻧﺠﺎت اﺣﺮاری
ﺗﻮﯾﯽ ﮐﻪ وﻗﺖ ﺛﻨﺎی ﺗﻮ ﺧﯿﺮ اوﻗﺎت اﺳﺖ
ﺗﻮﯾﯽ ﮐﻪ ﯾﻮم وﺻﺎل ﺗﻮ ﺧﯿﺮ اﯾﺎم اﺳﺖ
ﺗﻮرا ﻣﻮاﻓﻖ دوران او ارادات اﺳﺖ
ﻣﺪار ﭼﺮخ ﻫﻤﻪ ﺑﺮ ﻣﺮاد ﺗﻮﺳﺖ ﻣﺪام
ﺑﺪان ﮐﻪ ﺳﺎﺣﺖ ﺟﻮد ﺗﻮرا ﻣﺴﺎﺣﺎت اﺳﺖ
اﮔﺮ ز ﺧﻠﻖِ ﻣﺴﺎﺣﺎتْ ﺳﺎﺣﺖِ ﻓﻠﮏ اﺳﺖ
ﻧﺸﺎن ﭼﮕﻮﻧﻪ دﻫﻢ زاﻧﮑﻪ او زاﻣﻮات اﺳﺖ
ﺧﺒﺮ ﭼﮕﻮﻧﻪ ﺗﻮان دادن از ﻣﺨﺎﻟﻒ ﺗﻮ
ﻣﺪار ﭼﺮخ ﭼﻮ ﺷﻄﺮﻧﺞ و در ﻣﯿﺎن ﻣﺎت اﺳﺖ
زﻣﯿﻦ ﭼﻮ ﻧﻄﻊ و ﻗﻀﺎ و ﻗﺪر ﺑﻪ ﺳﺎن ﺣﺮﯾﻒ
ﻣﯿﺎن ﻧﻄﻊ ﺑﻪ ﻓﺮزﯾﻦ ﺧﻮﯾﺶ ﺷﻪﻣﺎت اﺳﺖ
ﻣﺨﺎﻟﻒ ﺗﻮ ﭼﻮ ﺷﺎه اﺳﺖ و دوﻟﺘﺶ ﻓﺮزﯾﻦ
ﺑﺮﯾﻦ ﺳﺨﻦ ﮐﻪ ﺑﮕﻔﺘﻢ ﻣﺮا ﺷﻬﺎدات اﺳﺖ
ﺣﺴﻮدِ دﯾﻮﺳﺮﺷﺖ ﺗﻮرا ﺷﻬﺎدت ﻧﯿﺴﺖ
ﺑﻪ ﺣﻖ ﻋﺰت ﻋﺰی و آﻟﺖ ﻻت اﺳﺖ
ﯾﮑﯽ ﺷﻬﺎدت ﻣﻦ اﯾﻦ ﺑُﻮَد ﮐﻪ ﺳﻮﮔﻨﺪش
ﮐﻪ ﺣﻀﺮت ﺗﻮ ﺑﻪ از روﺿﻪﻫﺎی ﺟﻨﺎت اﺳﺖ
ﻣﯿﺎن ﻣﺠﻤﻊ ﻓﻀّﺎل ﺣﺠﺖ آرم ﻣﻦ
ﺑﺪان ﮐﻪ ﺣﻀﺮت ﺗﻮ روﺿﻪای زروﺿﺎت اﺳﺖ
ﭼﻮ ﺑﺎب ﺟﻨّﺖ ﺧﻮاﻧﺪ رﺳﻮل ﻗﺰوﯾﻦ را
ﮐﻪ ﺧﺪﻣﺖ ﺗﻮ زﻋﺎدات وز ﻋﺒﺎدات اﺳﺖ
ﺑﻪ ﻓﺮّ دوﻟﺖ ﺗﻮ ﻣﻦ دﻟﯿﻞ ﺑِﻨْﻤﺎﯾﻢ
رﺿﺎی ﺧﺎﻟﻖ ﻋﺮش اﺳﺖ و آن ز ﻃﺎﻋﺎت اﺳﺖ
رﺿﺎی ﺗﻮﺳﺖ رﺿﺎی ﻧﺒﯽ رﺿﺎی ﻧﺒﯽ
ﮐﻪ ﮐﻌﺒﻪ و ﺣﺠﺮ و ﺣﺞِ اﻫﻞ ﺣﺎﺟﺎت اﺳﺖ
دﻻﯾﻞ و ﺣُﺠَﺞِ ﻣﻬﺘﺮی ز ﻣﺠﻠﺲ ﺗﻮﺳﺖ
ﻫﺮ آن ﺣﮑﯿﻢ ﮐﻪ از دوﻟﺘﺶ ﺑﺸﺎرات اﺳﺖ
ﺑﻪ ﻣﺠﻠﺲ ﺗﻮ ﺷﺘﺎﺑﺪ ز ﺷﻬﺮ و ﻣﻮﻟَﺪ ﺧﻮﯾﺶ
ﺟﻮابِ ﻫﺎت ز ﺗﻮ ﺧُﺬ ﺟﻮابِ ﺧُﺬْ ﻫﺎت اﺳﺖ
ﺧُﺬ اﻟﻤﺪﯾﺢ و ﻫﺎت اﻟﻌﻄﺎ ﻫﻤﯽ ﮔﻮﯾﺪ
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Amir Mo’ezzi’s poem is a tightly constructed, polythematic panegyric in the traditional tripartite structure. There is a clear division between the qalandari introit (nasib/strophe)
(lines 1-11) and the panegyric antistrophe (lines 13-43 or 48 or 51) with a short “journey”
section (rahil) (line 12) providing a transition between these two major parts. If we follow
Gruendler’s modification of Sperl’s strophe/antistrophe framework, the panegyric antistrophe
could be said to conclude at line 43 with the “metastrophe” beginning on line 44 and divided
as follows: reflexive turn towards poetic persona/poetic craft/poetic boasts (fakhr) lines 44-48
and a concluding “benediction”/do’â in lines 49-51 for the mamduh, Sharafshâh Ja’fari. (The
distinction that Gruendler makes between the antistrophe and the “metastrophe” is not particularly important to the argument I advance below, but it is certainly a useful terminological
intervention for analysis of Persian qasideh poetry more generally).88
Mo’ezzi opens the strophe/nasib (lines 1-11) of his poem with a series of images and
exhortations that clearly belong to the poetic world of the rogue’s winehouse. Beginning with
self-deprecation—a mock-fakhr (mock-poetic boast)—he declares: “If the abode of the dissimulators is the dilapidated winehouse (kharâbât), / amongst the haunters of the winehouse
(kharâbâtiyân) there are disguises for me.” This establishes the tenor for the remainder of the
strophe and Mo’ezzi’s intention to adopt the “poet as rogue” poetic persona in the introit of

ﻧﻪ ﺑﯿﻢ ﺣﺸﺮ و ﻧﻪ ﺑﯿﻢ ﻋﺬابِ زﻻّت اﺳﺖ
ﺑﻪ روز ﻣﺤﺸﺮ اﮔﺮ ﺧﻠﻖ را ﺷﻔﯿﻊ ﺗﻮﯾﯽ
ﮐﻪ روز ﺣﺸﺮش ﺑﺎ ﻣﺼﻄﻔﯽ ﻣﻼﻗﺎت اﺳﺖ
ﺗﻮ ﺑﺎﺷﯽ ای ﻣﻠﮏ دادﮔﺮ ﻧﺨﺴﺖ ﮐﺴﯽ
ﭼﻪ ﺟﺎی ﺑﻬﻤﻨﯽ و ﻧﻮذری ﺣﮑﺎﯾﺎت اﺳﺖ
ﻋﯿﺎن ﺷﺪﺳﺖ ﺑﻪ ﻧﺰد ﻣﻠﻮک ﺳﯿﺮت ﺗﻮ
ﺿﻤﯿﺮ ﺗﻮ ﻫﻤﻪ ﭘﯿﺮاﯾﻪٔ ﻫﺪاﯾﺎت اﺳﺖ
رﺳﻮم ﺗﻮ ﻫﻤﻪ ﺳﺮﻣﺎﯾﻪٔ ﻫﺪاﯾﺎ ﮔﺸﺖ
ز ﻧﺎم و ﻧﺎﻣﻪٔ ﺗﻮ ﻧﮑﺘﻪٔ رﺳﺎﻻت اﺳﺖ
ز رای و راﯾﺖ ﺗﻮ ﺗﺤﻔﻪٔ ﺳﻼﻃﯿﻦ اﺳﺖ
ﮐﻤﺎل ﻫﻤﺖ و ﺟﻮدْ ﺗﻮ را زﯾﺎدات اﺳﺖ
ﮐﻤﺎل را ز ﻣﺪار ﻓﻠﮏ زﯾﺎدت ﻧﯿﺴﺖ
ﭼﻨﺎﻧﮑﻪ اوج زُﺣَﻞ زﯾﺮ آن ﻋﻼﻣﺎت اﺳﺖ
ﺑﻠﻨﺪ ﮔﺸﺖ ﻋﻼﻣﺎت رای و ﻫﻤﺖ ﺗﻮ
ﻫﻤﻪ رواﻧﯽ راوی ﺑﺪان رواﯾﺎت اﺳﺖ
ﮐﺠﺎ رواﯾﺖ ﯾﮏ ﻣﺪح ﺗﻮ ﮐﻨﺪ راوی
ﮐﻪ از ﻣﺪﯾﺢ ﺗﻮ ﺷﻐﻞ ﻣﺮا ﮐﻔﺎﯾﺎت اﺳﺖ
ﺑﻪ ﻣﺪح ﮔﻔﺘﻦ ﺗﻮ ﻓﺘﻨﻪام ﺧﺪاوﻧﺪا
ﭼﻮ ﻣﻨﻄﻘﯽ ﮐﻨﻢ آن را ﮐﻪ از ﺟﻤﺎدات اﺳﺖ
ز آﻓﺮﯾﻦ ﺗﻮ ﺷﺎﻫﺎ ﺑﻪ ﺧﺎﻃﺮ ﻋﺎﻃﺮ
در آﻓﺮﯾﻦ ﺗﻮ ﺑﯿﺘﻢ ﻃﺮاز اﺑﯿﺎت اﺳﺖ
ﭼﻨﺎﻧﮑﻪ ﻓﺨﺮ ﻣﻠﻮک اﺳﺖ ﺑﯿﺖ ﺗﻮ ﻣﻠﮑﺎ
ﻧﻪ از ﺷﻤﺎر دﮔﺮ ﺷﺎﻋﺮان ﻣﻘﺎﻻت اﺳﺖ
ﻣﺮا ﺑﻪ ﺣﮑﻤﺖ و ﭘﺮوردن ﻣﻌﺎﻧﯽ ﺑﮑﺮ
ﻫﺮ آن ﺳﻮال ﮐﻪ ﻣﺸﮑﻞﺗﺮ از ﺳﻮاﻻت اﺳﺖ
ﺑﻪ دوﻟﺖ ﺗﻮ ﻫﻤﻪ ﺷﺎﻋﺮان ز ﻣﻦ ﭘﺮﺳﻨﺪ
ﻫﻤﯿﺸﻪ ﺗﺎ ﮐﻪ ﻣﻪ و ﺳﺎل و روز و ﺳﺎﻋﺎت اﺳﺖ
ﻫﻤﯿﺸﻪ ﺗﺎ ﮐﻪ ﻣﻪ ﻣﻬﺮ و ﺗﯿﺮ و ﺑﻬﺮام اﺳﺖ
ﻫﺮ آﻧﭽﻪ ﻣﺘﺼِّﻞِ ﺣﺎدﺛﺎت و آﻓﺎت اﺳﺖ
ﺧﺪای ﺟﻞَّ ﺟﻼﻟَﻪُ ز ﺗﻮ ﺑﮕﺮداﻧﺎد
ز ﮐﺮدﮔﺎر ﺗﻮرا ﻋﺼﻤﺖ و ﺣﻤﺎﯾﺎت اﺳﺖ
ز روزﮔﺎرْ ﺗﻮ را ﻧﺼﺮت و ﻣﺴﺎﻋﺪت اﺳﺖ
88. On Gruendler’s addition of “metastrophe” to Sperl’s strophe/antistrophe terminology, see: Gruendler,
Medieval Arabic Praise Poetry, 52, 56-59.
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this poem. He is a wily poet, whose beloved (negâr) holds court in the “dilapidated winehouse” (mock-court) (line 2) and presides over “love’s arena” (maydân-e ‘eshq) (line 5). As
we have seen repeatedly in the qalandari poems in this chapter, Mo’ezzi makes it clear that
the figures, norms, and values in this carnivalesque space are inversely related to those celebrated in royal panegyric and religious-homiletic poetry. The attendees of his beloved—the
“dissimulators” (lebâsâtiyân), “haunters of the winehouse” (kharâbâtiyân), and lovers (‘âsheqân, ahl-e‘eshq) (lines 1-3, 6)—are all social outcasts (even outlaws) and the disreputable activities that they champion (e.g., drinking, trickery) make a mockery of normative social behavior and modes of religious piety (e.g., zohd, Sufi tâmât) (lines 3, 6). In this reversed
world, love poetry becomes their Qur’an (line 9) and “prayer before love” their highest form
of worship (line 8) (mock-qibla/Ka’ba). The introit/strophe of this poem, in short, reads like a
typical qalandari poem.
The poem on the whole, however, is not a qalandari poem. It ultimately has another
aim. In an astonishing reversal, by line 12 Mo’ezzi transitions from the carnivalesque poetic
world of the strophe to its thematic antitheses, the royal panegyric, in the poem’s antistrophe/
metastrophe. Mo’ezzi the rogue poet becomes Mo’ezzi the court panegyrist—a persona
switch made in line 12, performed in lines 13-43, and elaborated upon in the metastrophe,
lines 44-48)—and the mock-court of the “dilapidated winehouse” and “love’s arena” (maydân-e ‘eshq) is suddenly abandoned for the “(royal) court” (dargâh) of Sharafshâh Ja’fari ensconced within the city gates of Qazvin (lines 5, 12, 19, 30). “Every wise person (hakim),”
Mo’ezzi tells us, “hurries” to the “assembly” (majles) of this royal court, where Sharafshâh
Ja’fari unstintingly showers gifts on poets who praise him in his “ceremonies” (rosum) (lines
34-35, 39). The contrast here between the “wise person[s] (hakim)” who are attracted to the
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royal court of the antistrophe and the various roguish figures in attendance at the mock-court
of the “dilapidated winehouse” in the strophe is absolute.
The axis of the stylized court of Sharafshâh is not the roguish “beloved idol” of the
strophe, but rather an idealized Islamic ruler who possesses extraordinary generosity (jud)
(lines 17, 23, 41), divine royal legitimacy (farr) (line 31), proximity to God and Prophet Mohammad (lines 32, 36-37), justice (lines 37-38), right guidance (hedâyât) (line 39), and spiritual fortitude (hemmat) (lines 41). Especially noteworthy are a number of specific motifs in
the antistrophe/metastrophe that are typically inverted in qalandari poetry. “Fate and destiny,”
for example, are Sharafshâh Ja’fari’s “companions (harif)” (line 25)—not the fellow haunters
of the winehouse—and his “enemy” (portrayed as associated with pagan idols) is “checkmated” (i.e., defeated) (lines 24-28) instead of the “self” of the qalandari poet. Similarly, terms
such “acts of obedience” (tâ’ât) (line 32) and “right guidance” (hedâyât) (line 39) are given a
positive valuation by Mo’ezzi in the antistrophe, and the Ka’ba, holy stone (hajar), and sacred pilgrimmage (hajj) become the “proofs of the excellency of [Sharafshâh Ja’fari’s] assembly” (line 33) rather than objects of mockery, as they do frequently in qalandari poetry.
While it is clear that the poetic worlds of the strophe and antistrophe/metastrophe are
inversions of one another at the level of theme, the question is how does this thematic inversion function to create the poem’s meaning as a poetic whole? That is, how do these disparate
and even seemingly mutually exclusive poetic worlds work together in this poem to achieve
Mo’ezzi’s larger goal of praising Sharafshâh Ja’fari? Analyzing the poem at a global level reveals that Mo’ezzi has carefully constructed a complex parallel relationship between the diametrically opposed poetic worlds of the strophe and the antistrophe/metastrophe. The roguish
“beloved” who presides over the mock-court of the “dilapidated winehouse” and its miscre-
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ant courtiers (kharâbâtiyân, lebâsâtiyân) in the strophe is in fact none other than the peerless
political ruler he praises in the panegyric antistrophe/metastrophe.
Mo’ezzi makes this parallelism clear in the concluding line of the nasib, rahil, and
opening lines of the panegyric proper (lines 11-15). The first indication of this poetic maneuver comes in the rhetorical question “where should I seek this place that is among the impossibilities?” (line 11). Strategically situated as the concluding hemistich of the introit, this
question encourages the audience to look back on the qalandari world of the strophe before
transitioning to a new section and ask themselves, “Where can such a Sufi carnival be
found?” Mo’ezzi answers in the following line (the rahil, line 12), telling his audience that he
is headed to such a place now: “the court of that lord / who is master of the kings and king of
descendants of the prophet.” In the following lines (13-17), he opens the qasideh’s antistrophe by identifying the nameless “lord” as Fakhr al-Din al-Ma’âli Abu ‘Ali Sharafshâh Ja’fari
and praising him as both a spiritual and political leader.
14

Abu ‘Ali Sharafshâh ebn ‘Ezzâ al-Din
who is laudable in his ways like Ja’far Barmakid.

15

For him, honor is from Ja’far and kingship is from the dervishes (i.e., spiritual elect),
for he is Ja’fari in disposition and dervish (spiritual elect) in (spiritual) station.

16

Ja’far took the heavens under his wings (i.e., he flew in the heavens)
because the spiritual resolve of his son is greater than the heavens.

17

They cite the example of the generosity of Ja’far Barmakid, and for me
the example of the generosity of Sharafshâh is Ja’farian in essence.
These lines revolve around wordplays with the term “dervishes” (kongor) (lines 15)

and the name “Ja’far” (lines 14-17). First, Mo’ezzi lauds Sharafshâh’s “ways” and generosity
as greater than Ja’far Barmakid (a powerful vizier of the ‘Abbasids), describes his sharaf
(honor, nobility) as coming from Ja’far, and praises him as “Ja’fari in disposition.” The
“Ja’fars” mentioned in these lines, however, are not all references to Ja’far Barmakid. In the
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second instance (line 16), Mo’ezzi is referring to Ja’far al-Tayyâr (cousin of Mohammad and
brother of ‘Ali) and his flight to heaven, indicating too that Sharafshâh is one of his descendents. The ambiguity here, though, is productive because it fuses in the figure of Sharafshâh
Ja’fari the political and spiritual capital of both of these important “Ja’fars.”
The crucial line for understanding the relationship between the strophe and antistrophe of this poem is, however, line 15:
15

For him, honor is from Ja’far and kingship is from the dervishes (i.e., spiritual elect),
for he is Ja’fari in disposition and dervish (spiritual elect) in (spiritual) station.

Occurring immediately after the naming of the patron and the transition from the strophe to
antistrophe, this line weaves together the oppositional poetic worlds of qalandari and royal
panegyric poetry. Mo’ezzi makes explicit here what the reader/listener is likely to have begun
to suspect: Sharafshâh Ja’fari is the master of the strophe’s winehouse and the antistrophe’s
regal court. He is a king—as the rest of the panegyric makes clear—but he is not the old idealized Islamic king of the classical panegyric.89 His “kingship” (shâhi) is from the “dervishes” (kongor) for he himself is a “dervish in spiritual station” (line 15). He is to be understood
as a new type of idealized Islamic ruler: an Islamic king who combines in one person the
virtues of a member of the spiritual elect (dervish) and political elite, a Qalandari Spiritual
Master-King.90 The qalandari introit/strophe is thus not frivolous as G.E. Tetley judges it in
his brief discussion of the poem.91 On the contrary, the “oppositional parallelism” that
Mo’ezzi constructs between it and the antistrophe/metastrophe serves to portray Sharafshâh

89. See section on panegyric poetry above and especially studies cited therein for discussion of qasideh’s
portrayal of royal mamduhs as idealized Islamic rulers (especially, Sperl’s studies).
90. Amir Mo’ezzi’s use of qalandari imagery to praise Sharafshâh Ja’fari as a rogue spiritual master-king and
express his political legitimacy in these terms has interesting parallels with the later use of the sâqi-nâmeh
(cupbearer ode) for political purposes. See: Losensky, “Vintages of the Sāqī-nāma,” 141ff.
91. Tetley, The Ghaznavid and Seǉuk Turks, 92-93.
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as the embodiment of a new model of Islamic kingship and thereby too augments the total eulogistic effect of the poem as a whole.
Similar in many ways to the importance of understanding the intergeneric relations of
the monothematic qalandariyât discussed in the first part of this chapter, the poetics of the
qalandari strophe likewise can only fully be understood when we situate it in its larger field
of inter-(thematic)sectional relationships. The simultaneously oppositional and parallel relationship between the strophe and antistrophe/metastrophe of Mo’ezzi’s poem demonstrates
this point. Without understanding the “oppositional parallelism” of these two sections, the
role of the qalandari strophe becomes mere frivolity, and the socio-political import of the
identification of Sharafshâh Ja’fari as an idealized rogue Spiritual Master-King is entirely
lost.
In the end, whether Mo’ezzi’s poem is representative of a more widespread type of
panegyric qasideh poetry that employed qalandari introits or is only an isolated, idiosyncratic
example requires further study. The existence of a qalandari poem ascribed to his father
Borhâni, which also possibly was an introit of a longer panegyric poem, does not clarify the
issue because it too is dedicated to Sharafshâh Ja’fari. The lack of other examples makes it
difficult to know at this stage whether we should interpret this as evidence of a larger tradition or simply the proclivity of a particular patron for this type of panegyric poetry. However,
at the very least, the foregoing example illustrates one way in which early poets deployed qalandari themes in the polythematic domain of panegyric court poetry, and it is also a testament to the flexibility of qalandari poetry to lend its oppositional poetics to multiple applications within the broader Persian poetic system.
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IV. Conclusion
As with other thematic types of poetry in the Persian poetic system, qalandari poetry
can function in several different roles. This chapter focuses on two of its most prominent
ones: heterotopic (monothematic) countergenre and carnivalesque introit (nasib) in a polythematic panegyric poem.
As a monothematic countergenre, the qalandariyât relentlessly inverts, parodies, and
mocks the poetic worlds of royal panegyric and religious-homiletic poetry. The poetic world
of the monothematic qalandariyât is not the “analogue” or “poetic microcosm” of the mamduh’s court or God’s heavenly court, as Meisami has convincingly argued with respect to panegyric and religious-homiletic poetry.92 Rather, it is an “analogue” or “poetic microcosm” of
the rogues’ winehouse: a mock-court of sorts in which the qalandari poet mercilessly mocks
and parodies the normative world of medieval Islamic society and its poetic embodiments.
The heroism, glorious achievements, and praiseworthy qualities of the mamduh in the panegyric are replaced here by the celebration of the decidedly anti-heroic drunkenness and depravity of the most marginal social (even antinomain) figures in the qalandariyât. The glorification of normative Islam (represented in concepts such as religion/din, piety/taqvâ, Islamic
law/shari’at, etc.) and admonition to repent (towbeh) from the transient pleasures of this
world featured so prominently in religious-homiletic poetry are mocked with shocking
temerity in the qalandariyât as the rogue poet pledges to “repent from repenting” and proudly
flaunts his transgression of a wide array of social and religious prohibitions. Nothing is off
limits in the “revers[ed] world” of the winehouse: even infidelity (kofr) and apostasy can be
virtues. The poetic world produced by this carnivalesque counter-logic is what I have termed
the heterotopic world of the Sufi carnival.93

92. Meisami, “The Grand Design: Medieval Persian Poetic Microcosms”; Meisami, “Poetic Microcosms.”
93. The relationship between the carnivalesque poetics of qalandari poetry and historical developments within
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The second half of this chapter explored the function of qalandari poetry in polythematic qasideh poetry through a close reading of one of Amir Mo’ezzi’s panegyrics. This
qasideh is one of the earliest complete examples of qalandari poetry and the only early example of a classical polythematic qasideh with a qalandari introit (nasib). It thus offers us a
unique, if small, window into the way(s) in which qalandari poetry operated within the domain of polythematic qasideh poetry. The “oppositional parallelism” observed in the interrelation between the strophe and antistrophe/metastrophe of this panegyric qasideh represents
one way in which qalandari poetry was capable of operating in conjunction with other thematic sections in polythematic poems to produce meaning at the level of the whole poem. In
this particular case, Mo’ezzi deploys the thematic opposition of the qalandari strophe and
royal panegyric antistrophe/metastrophe to portray his mamduh as an idealized Islamic ruler,
a Qalandari Spiritual Master-King, who is simultaneously lord of both domains. The complementary function of the qalandari strophe in this royal panegyric qasideh should also serve as
a warning against any simplistic or decontextualized readings of the poetics of the Sufi
carnival.

Persianate Sufism more broadly is an important issue that I cannot address here. The qalandariyât must first
and foremost be understood and analyzed as a intergeneric poetic game because any analysis of this
poetry’s “cultural politics” or “cultural poetics” must be rooted in a deep understanding of its poetics and
how it functions in the larger Persian poetic system. I hope to treat this topic in greater depth in my revision
of the dissertation for publication. For an example of the complex and at times counter-intuitive relationship
between “transgressive” literature and its social/historical context, see: Stallybrass and White, The Politics
and Poetics of Transgression.
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Chapter 3
The Poetics of the Sufi Carnival:
Metaphoric Force Dynamics and the Construction
of a Radical Sufi Spiritual (Inter-)Subjectivity
I. Beyond Representation:
Sufi Symbolism, Force Dynamics, and Poetry as “Meaning Event”
The shocking nature of the qalandariyât’s imagery has led many to speculate on the
meaning and function of this poetry in the premodern Islamicate world. At first blush, it is
perplexing: how could a poetics that appears openly to reject the hallmarks of Islamic piety in
favor a carnivalesque celebration of wine, beauty, and transgression of socio-religious norms
become one of the central aesthetic expressions of medieval Islamo-Persianate culture? Even
more counterintuitively, how could poetry that caustically derides Sufis as spiritual charlatans
be written by some of the leading Sufi poets of medieval Persian literature?
Most scholars have answered these and other similar questions by turning to the long
tradition of Sufi hermeneutics laid down in various Sufi poetic commentaries, treatises, and
especially lexicons (estelâhât).1 These works, in different ways, graft Sufi poetic symbols
onto the tradition’s metaphysical framework, often even attempting to fix universal equivalents for specific images. Proponents of this approach assert that Sufi imagery and its stock
characters are “symbolic references encoded in poetic language,” as Leonard Lewisohn argues in his in-depth discussion of Hâfez’s carnivalesque (rendi) poetics, which can only be
properly deciphered with the aid of Sufi hermeneutical materials.2 Sufi poems, in this mode of
analysis, are really only stylized presentations of Sufi thought. The nature of poetic imagery

1.

2.

For prototypical examples of this mode of interpreting qalandari poetry, see: Feuillebois-Pierunek, A la
croisée des voies célestes; Lewisohn, “Prolegomenon to the Study of Hafiz.” De Bruĳn, a more sensitive
reader of poetry, remarks in his brief study of the qalandariyât of Sanâ’i that the “shocking nature” of the
qalandariyat imagery and its “connotation of disrespectability” is “essential to the effect the author wanted
to achieve through the choice of this imagery.” However, in the end, he still ultimately reduces the imagery
of the qalandariyat to a “set of symbolic allegories” that are used only in a “figurative sense.” See: de
Bruĳn, “The Qalandariyyāt in Persian Mystical Poetry,” 80, 85-86.
Lewisohn, “Prolegomenon to the Study of Hafiz,” 55.
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and form are accidental—certainly not essential for understanding the meaning the poet seeks
to communicate to the audience through his poem.
While I do not want to dismiss the importance of Sufi hermeneutics as an interpretative tradition, I do want to critique the tendency among some of its proponents to reduce the
diverse and dynamic Persian Sufi poetic tradition to the status of an encoded data repository
that can only be decrypted with the blunt instrument of its interpretative framework.3 This
view of Sufi poetry has contributed to the current state of Persian literary studies where it is
not uncommon, for example, to find studies on Persian Sufi poets that read largely as intellectual biographies or histories of Sufi thought. Many of these works provide erudite discussions
of these poets’ themes, imagery, and their possible connections to Sufi metaphysics. These
works, of course, are important in their own right, but they analyze Sufi poetry as everything
except what it is—that is, poetry.
This symbolist approach to Sufi poetry, as one of its proponents terms it, has been
sharply criticized in recent years by a number of leading scholars of Persian literature. Julie
Scott Meisami has repeatedly reproved the tendencies to read Persian poetry as only a “vehicle” for the poet’s thought or a type of mystical ciphertext that can be “decod[ed]” in “a certain predetermined, not to say overdeterminded, manner.”4 Fatemeh Keshavarz similarly has
criticized the way in which most scholarship on Sufi poetry generally and Rumi’s poetry in
particular has reduced it to little more than “suitcases” filled with mystical meaning and symbols that it interprets through a “mechanical process” of “sifting through standard manuals of
speculative mysticism.”5 This approach, as Meisami and Keshavarz have shown, does not

3.

4.

5.

Sufi hermeneutics is an important interpretative tradition within Sufism and it also undoubtedly informed
the poetry of many Sufi poets (especially after the thirteenth century). I part ways with the Sufi symbolists
not because I think they are always wrong in the associations they make between individual poetic symbols
and Sufi concepts (although, as I mention subsequently, the works of Meisami and Keshavarz have shown
that sometimes they are). Rather, my argument is that they fail to appreciate the way in which these poetic
images are not just archetypal symbols representing this or that concept but rather dynamic poetic imagery
that performs the meaning its seeks to communicate. There are ways to incorporate insights from the Sufi
hermeneutic tradition while not reducing each poem to a mystical ciphertext whose meaning can be
determined by decoding its symbols in a mechanical way.
For a representative sampling (but my no means exhaustive list) of Meisami’s criticism of these tendencies
in Persian literary scholarship, see: Meisami, “Allegorical Techniques in the Ghazals of Hāfez”; Meisami,
Medieval Persian Court Poetry, 239-42; Meisami, Structure and Meaning, 48-50, 387-403; Meisami,
“Nāsir-i Khusraw.”
Keshavarz, Reading Mystical Lyric, 18-20, 72-74. Meisami and Keshavarz are the most well-known critics
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hold up well under scrutiny: close analyses of individual poems show that the purportedly
real esoteric “Sufi” meanings posited for each poetic image in Sufi lexicons frequently do not
work when “plugged” into specific poetic contexts.6
Even more problematic in my view, however, is that the Sufi hermeneutic approach
critically misunderstands the way in which poetry constructs meaning according to cognitive
linguistics. As cognitive linguists have shown in recent decades, meaning is not just represented in abstract systems of arbitrary signs and symbols (i.e., natural languages) that our
brain then converts into “mentalese” like a binary code converter. Rather, meaning is constructed, and even felt, by the readers as they semantically simulate the images, colors, motions, etc. as prompted by the text and experience the emotional and somatic changes in their
body that are evoked in this process.7 This more nuanced and deeply embodied understanding
of meaning creation corroborates the point that sensitive literary critics of Sufi texts such as
Meisami, Keshavarz, and Michael Sells have made for some time: meaning in these mystical
texts is not just represented or explicated; rather, these texts often perform the meaning they
seek to communicate through the complex interplay of their imagery, formal features, and
sonic elements.8 Sells, in his work, develops a useful concept he terms “meaning event” for
these semantic moments in mystical literature when the text itself enacts the meaning it seeks
to express.
Meaning event indicates that moment when the meaning has become identical
or fused with the act of predication. In metaphysical terms, essence is identical

6.
7.

8.

of this view, but Alice. C. Hunsberger and even de Bruĳn have also criticized this approach as well: de
Bruĳn, Persian Sufi Poetry, 122; Hunsberger, “‘On the Steed of Speech’”.
Meisami, Medieval Persian Court Poetry, 240-42; Keshavarz, Reading Mystical Lyric; Meisami, Structure
and Meaning, 48-50, 387-403; Keshavarz, “Flight of the Birds”; Meisami, “A Life in Poetry.”
For a full and highly readable overview of the cognitive linguistics’ new understanding of meaning creation
and comprehension, see: Bergen, Louder Than Words. Bergen describes the concept of semantic
simulation, or “embodied simulation,” as the idea that “we understand language by simulating in our minds
what it would be like to experience the things that language describes...[it] is the creation of mental
experiences of perception and action in the absence of their external manifestation” (13-14). These
“simulations” almost always occur in the cognitive unconscious (not to be confused with the Freudian
concept of the unconscious), but the listener/reader is able to infer a tremendous amount of sensorimotor
and affective meaning from them that they would not be able to through a disembodied, purely mentalese
conception of language comprehension. Although there is still some debate on the exact details of semantic
simulation and the precise ways in which it utitilizes the sensorimotor regions of the brain in meaning
construction (the so-called strong vs. weak embodied view), the existing research indicates at a minimum
that our embodied (sensorimotor) experiences play an important role in how we construct meaning from
language (especially, metaphoric language). See Bergen’s book for an overview of the rapidly expanding
literature on these topics.
See studies in footnote 6, chapter 3 above, and also: Meisami, “Imagery as an Argument.”
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with existence, but such identity is not only asserted, it is performed...It is the
semantic analogue to the experience of mystical union. It does not describe or
refer to mystical union but effects a semantic union that re-creates or imitates
the mystical union.9
The propensity of mystical authors to inscribe “meaning events” into their works
makes it essential, as Keshavarz has argued, to “observe [Sufi poems]...in action” in order to
come to terms fully with how they “attemp[t] to evoke in the reader an event that is...structurally analogous to the event of mystical union,” as Sells characterizes it.10 Meaning events
will not be found in the Sufi hermeneutic lexicons or commentaries (even if they aid us in our
reading of poems). They require a deep, close reading and analysis of the “poetics” of Sufi
poetry, in Jonathan Culler’s sense of this term.11
This chapter will take up this charge in the context of the qalandariyât. Moving beyond the symbolist approaches that have largely read them as only versified expositions of
the esoteric symbolism of the “blame-seeking” (malâmati) school of Sufism,12 I will provide
a poetic analysis of qalandari poetry, exploring the various ways in which these poems enact
meaning. I focus here in particular on the “force dynamics” of the qalandariyât’s carnivalesque imagery and how it both performs meaning and, in the final analysis, helps inculcate
the radical spiritual subjectivity needed for the true Sufi lover. The “force” that pervades qalandari poetic imagery, I will argue, seeks to evoke in the reader the feeling of loss of volition
and even the complete loss of self that the Sufi ideally strives for in the “winehouse of love.”

9. Sells, Mystical Languages of Unsaying, 9.
10. Sells, Mystical Languages of Unsaying, 10; Keshavarz, Reading Mystical Lyric, 12, 20, 36-39, 77.
11. The distinction I make throughout this paper between Sufi hermeneutic or symbolist approaches and my
approach (which is indebted to the studies of Meisami, Keshavarz, Sells, among others) is largely the
distinction of “hermeneutics” vs. “poetics,” as elaborated by Jonathan D. Culler. Culler, in his classic study,
argues that poetics is the study of the “devices, conventions and strategies of literature, of the means by
which literary works create their effects”—in short, the study of “how works produce the effects they have
for readers”—whereas hermeneutics is the “practice of interpretation, whose goal is to discover or
determine the meaning of a text.” While not mutually exclusive and typically used in tandem, they are two
different modes of interpretation, and a lack of focus on poetics in particular leads to a rather poor
understanding of how a literary text produces meaning. For a summary, see: Culler, Structuralist Poetics,
vii-viii.
12. Pourjavady, “Rendi-ye Hâfez (1)”; Pourjavady, “Rendi-ye Hâfez (2): zuhd va rendi”; Shafi’i-Kadkani,
Qalandariyeh dar târikh; de Bruĳn, “The Qalandariyyāt in Persian Mystical Poetry”; Lewis, “Reading,
Writing and Recitation,” 559-78; Feuillebois-Pierunek, A la croisée des voies célestes, 235-53; Lewis,
“HAFEZ viii. HAFEZ AND RENDI”; Dahlén, “The Holy Fool in Medieval Islam”; Lewisohn, “Sufi
Symbolism in the Persian Hermeneutic Tradition”; Lewisohn, “Prolegomenon to the Study of Hafiz.”
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This meaning is performed by the text and felt by the reader, but is not reducible to the lexical equivalents of the words on the page.
Losing the Self and the Force Dynamics of Poetic Imagery
9

The station of the lover and beloved is outside of the two worlds,
for the knocker of the door of our beloved is in the heavens.

10

Drink the dregs and extinguish (fanâ) the self if you want eternity,
for the provisions for the journey of self-annihilation (fanâ) are the dregs of the
dilapidated winehouse (kharâbât).
...
Lose both worlds and don’t stick around to gain
because not remaining on the road is your boast.

15
16

O ‘Attâr, in this path be annihilated from both worlds!
Those who are annihilated in essence remain on the path of lovers.13
The lines above are taken from one of ‘Attâr’s qalandariyât. He opens the poem in

typical qalandari fashion, first apostrophizing the imagined audience with “Come! For our qibla (prayer direction) is the corner of the dilapidated winehouse (kharâbât)” and then, turning
to the winebearer, orders wine to be brought for the audience members: “Bring wine! For a
lover is not a man of spiritual conceits.” This is not the time nor place for “spiritual conceits,”
“religion,” “Sufi cloaks,” “prayer beads,” and “rational thought” for the poet is in the dilapidated winehouse where the wine of self-dissolution flows and the beloved “checkmates” the
“Magian monastic,” cincture-wearing lovers who have grown drunk enough to rend that final
“veil,” the illusionary individual self that makes them believe they are truly separate from
their divine beloved, God.
The lines that open this section appear in the second two-thirds of the poem. In a not
uncommon pattern, ‘Attâr adopts a more didactic tone in this later section, telling his imagined audience members that the “station (maqâm) of the lover and beloved is outside the two
worlds,” and that the “provisions” for the requisite “journey of self-annihilation” to this “sta-

13. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 33-34. Persian text:
ﻣﻘﺎم ﻋﺎﺷﻖ و ﻣﻌﺸﻮق از دو ﮐﻮن ﺑﺮوﻧﺴﺖ ﮐﻪ ﺣﻠﻘﻪٔ درِ ﻣﻌﺸﻮقِ ﻣﺎ ﺳﻤﺎواﺗﺴﺖ
ﮐﻪ زاد راه ﻓﻨﺎ دردی ﺧﺮاﺑﺎﺗﺴﺖ
ﺑﻨﻮش دُرد و ﻓﻨﺎ ﺷﻮ اﮔﺮ ﺑﻘﺎ ﺧﻮاﻫﯽ
...
از آﻧﮑﻪ در ره ﻧﺎﻣﺎﻧﺪﻧﺖ ﻣﺒﺎﻫﺎﺗﺴﺖ
ﺑﺒﺎز ﻫﺮ دو ﺟﻬﺎن و ﻣﻤﺎن ﮐﻪ ﺳﻮد ﮐﻨﯽ
ز ﻫﺮ دو ﮐﻮن ﻓﻨﺎ ﺷﻮ درﯾﻦ ره ای ﻋﻄﺎر ﮐﻪ ﺑﺎﻗﯽ ره ﻋﺸﺎق ﻓﺎﻧﯽ ذاﺗﺴﺖ
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tion” are the “dregs of the dilapidated winehouse (kharâbât).” He explicitly fuses together the
carnivalesque imagery of the rogue’s winehouse portrayed in the opening section with the
classical terminology of medieval Persian Sufism (e.g., fanâ, maqâm) in these later lines.
While the poem does treat a few different topics, it is principally concerned with the
Sufi idea of “self-annihilation” (fanâ), which is introduced in the second line with the images
of the “morning rend[ing] the veil (of the self)” and a chessboard whose “pawns” are going to
be “push[ed] forward” for “checkmate” (i.e., destruction of the self). After line ten, the poem
almost exclusively focuses on fanâ, beginning with ‘Attâr’s exhortation to his audience
there—“drink the dregs and extinguish (fanâ) the self if you want eternity”—and concluding
with his self-exhortation to self-annihilation in the takhallos (signature verse) of lines
15-16.14 Fanâ is the requirement for “remain[ing] on the path of lovers,” and indeed it is
their “boast” (mobâhât) (mock-fakhr).
‘Attâr’s focus here on self-annihilation (fanâ) is not unique or surprising. It has been a
cornerstone of Sufi thought since at least the early Sufi of Baghdad, Jonayd (d. 910), who
propounded this concept as a way to reconcile the Islamic conception of God/Existence’s unity (towhid) with the multiplicity of the phenomenal world. Jonayd averred that in the preeternity preceding creation, humans existed only in a form of “selfless existence in God,” as
Ahmet T. Karamustafa terms it, and the ideal Sufi must aim to return to that state by “dy[ing]
before [he or she] die[s],” to adapt the famous saying of Prophet Mohammad (hadith) that
Sufis later frequently employed in discussions of fanâ. According to Jonayd, this “death” or
“passing away” of the psychosocial self (ego) is the only way for the Sufi aspirant to achieve
true mystical union with God—that is, to realize or effect towhid.15
Jonayd and many later proponents of this concept frequently justified it on the basis of
a hadith qodsi (divine saying) in which God purportedly said to Prophet Muhammad:
My servant draws near to Me by means of nothing dearer to Me than that
which I have established as a duty for him. And My servant continues drawing

14. For more on the takhallos, or “signature verse,” see: Losensky, “Linguistic and Rhetorical Aspects of the
Signature Verse (Takhallus) in the Persian Ghazal.”
15. Karamustafa, Sufism, 16-17.
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nearer to Me through supererogatory acts until I love him; and when I love
him, I become his ear with which he hears, his eye with which he sees, his
hand with which he grasps, and his foot with which he walks.16
Identifying the Sufi notion of fanâ with God’s claim in this hadith qodsi that he in some way
commandeers his servants’ faculties and bodies when “[he] loves [them],” Jonayd not only
provided divine sanction for this particular Sufi conceptual construct, but he also laid the
metaphoric foundation for a Sufi poetics of fanâ predicated on an antagonistic force relationship. Although the verb used in the original Arabic of this divine saying is a form of the Arabic copula kâna (“to be”), Sufis have understood this image of God “being” or “becoming”
their faculties and members of their bodies as an overwhelming experience of complete bodily possession and surrender of the individual self and all of its ancillary components (e.g.,
will, self-control). As Jonayd explicitly says in his account of his own experience of self-annihilation, “an overpowering vision and a refulgent brilliance took possession of me and induced in me a new state of fanâ,” completely destroying his own self and existence.17 Later
Sufis, such as Rumi, often compared this state of fanâ to being drowned in the ocean (i.e.,
God), where as he explains in detail to his disciples in the Fihi mâ Fihi, spiritual aspirants can
only truly be said to have achieved self-annihilation when the only movement that emanates
from their body is the force of the waves and the ocean currents in which they have drowned.
It is like a fly: when it flies, its wings move, its head moves, all of its members
move. When it is drowned in honey, all its members become the same and do
move at all. “Being drowned” is such that he [who has drowned] is not involved, he no longer makes any exertion on himself, he no longer acts, nor
moves. He has been drowned. Whatever action comes from him, does not
arise from him—it is not his action, [but rather] the action of the water. If he is
still thrashing about in the water, then we would not call him “drowned.” Or if
he is screaming, “Help! I am drowning!” then we would not call that
“drowned.” Now, people think saying “I am God” (anâ al-haqq) is a claim of
greatness...[but actually] it is great humility because saying “I am God’s servant” affirms two existences: one of his own, and another for God. However,
the one who says “I am God” has made himself non-existent, he has thrown
his “self” to wind. He who says “I am God” means “I do not exist—everything
is he. There is no existence except God; I am completely pure nonexistence—I

16. Translation of William A. Graham, cited in Karamustafa, Sufism, 16.
17. Jonayd cited in: Green, Sufism, 37.
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am nothing.” There is more humility in this, [but] people do not understand
this. When a man serves God, his servanthood is involved, although it is for
God. He sees himself, his own actions, and God. He is not “drowned” in the
water. The one who is drowned is one who does not move or act at all, but
whose movements are only those of the water.18
As Rumi remarks repeatedly throughout this elaborate comparison of fanâ to being
drowned, the experience of self-annihilation and the resulting transformed state of the mystic
is one in which the individual is vanquished and replaced by an alternative animating force.
Before being “drowned,” the individual moves his or her body, speaks, and acts in various
ways through his or her exertion of force on the body—even “serv[ing] God” falls into this
pejorative category because it “affirms two existences” (i.e., God and his servants). When the
wayfarer on the Sufi path reaches its apotheosis—the moment when God “drowns,” “t[akes]
possession of,” or, as God puts it in the hadith qodsi, “loves” the mystic—his or her individual self and the force it formerly exerted on his or her body is supplanted by an external
force: God. Unsurprisingly, God—whether portrayed directly (as in the hadith qodsi) or represented metaphorically as the ocean, the beloved, sun, etc.—is broadly conceived of in the
Sufi imaginary as an overwhelming force. God is a force so strong that he has no problem
overcoming the greatest force of them all, the illusory “self” of human beings, the human
ego. Dispatching it with ease, seizing control of the mystics’ bodies, God (literally) only
knows what they will do in this transformed state because he is now the force that animates
them. They may even be moved to utter that paradoxically blasphemous and exceedingly
“humble” phrase of the paradigmatic self-annihilated mystic, Mansur al-Hallâj, “I am God”
(anâ al-haqq), as Rumi points out in the preceding quotation.
While these portrayals of self-annihilation differ in certain ways, they are all similar
in the sense that God in all of them is conceptualized as an antagonistic force that overcomes
an opposing force, i.e., the self of the mystic (the agonist), to adopt the terminology of the
linguistics concept of “force dynamics.” First developed by Leonard Talmy in his seminal ar-

18. Rumi (Mowlavi), Fihi mâ fihi (ed. Sobhâni), 40-41. For an alternative English translation (which I have
benefited from too), see: Rumi (Mowlavi), Signs of the Unseen, 45-46.
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ticle, “Force Dynamics in Language and Cognition” (1988),19 force dynamics, he argues, is a
“semantic category” that provides a framework for understanding and describing
how entities interact with respect to force [in language]. Included here is the
exertion of force, resistance to such a force, the overcoming of such a resistance, blockage of the expression of force, removal of such blockage, and the
like...includ[ing] ‘letting’, ‘hindering’, ‘helping’, and still further notions not
normally considered in the same context.20
In force dynamics, there are two primary actors who each exert different levels of force upon
one another. The “agonist” is the “focal point of attention” in the linguistic interaction between these two entities. In the beginning, it manifests an “intrinsic force tendency” either to
stay at rest or do/continue doing a particular action/motion. The second figure is the “antagonist” who is so named because it is the other entity that interacts with the agonist, either employing or restraining (e.g., “letting”) its force in order to influence the intrinsic force tendency of the agonist. While it is easier to see how this model applies to physical imagery (e.g.,
“the child knocked the glass off the table”), Talmy’s argument is actually much broader. He
maintains that force dynamics is “one of the preeminent conceptual organizing categories in
language” more broadly,21 and indeed it is
a fundamental notional system that structures conceptual material pertaining to
force interaction in a common way across a linguistic range: the physical, psychological, social, inferential, discourse, and metal-model domains of reference and conception.22
Force dynamics, in other words, extend beyond the purely physical to include portrayals of
psychological and social interactions as well, which are understood as “psychosocial
‘pressures’” (e.g., “he pushed himself to finish writing the book,” “X government pressured
Y government to change their Z law”).23 Even deeply psychological concepts such as “will”

19. Talmy, “Force Dynamics in Language and Cognition.”
20. Talmy, Toward a Cognitive Semantics, I:409. It is important to point out that the concept of “force” in the
study of “force dynamics” in linguistics should not be confused with the understanding of force in modern
physics. Rather, “force” in force dynamics is based on the understanding of force in premodern “folk” or
“naive” physics. See: Talmy, Toward a Cognitive Semantics, I:410, 455-461.
21. Talmy, Toward a Cognitive Semantics, I:461.
22. Talmy, Toward a Cognitive Semantics, I:410. He repeats almost the same assertion on page 461 as well.
23. Talmy, Toward a Cognitive Semantics, I:409, 412-413.
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and “desires” are conceptualized as internal forces that either push the individual to engage in
certain actions or, conversely, restrain him or her from doing so.24
In the years since Talmy introduced the concept of force dynamics, it has been studied
in great detail and developed by a range of different linguists (e.g., Steven Pinker, Ronald
Langacker, Ray Jackendoff, Per Aage Brandt, Eve Sweetser, Mark Johnson, Zoltán Kövecses) who have illuminated the variety of ways in which it influences language and thought
more broadly.25 The details of this voluminous literature are not essential here. What they all
have shown is that force dynamics pervades language and structures in fundamental ways
both how we conceptualize events and experiences and construct meaning about them. The
framework of force dynamics thus is a useful lens for analyzing the imagery of Sufi poetry
because it foregrounds the way in which it operates and constructs meaning in each poem
while allowing us also to connect it to broader extra-textual dimensions, such as elements of
Sufi thought/experience like fanâ.
No scholar of Sufism would find the claim that ‘Attâr’s poem and Rumi’s mini-sermon above—or, for that matter, much of the 1,000-year plus history of Sufi literature, poetic
and prose alike—revolves around the concept of self-annihilation to be controversial. I want
to argue here, however, that not only is the concept of fanâ central to Sufi literature but its
conceptual—if not experiential—force dynamics have also fundamentally structured the
metaphoric world of Sufi poetry on multiple levels. The force of the Beloved and the overwhelming moment/state of fanâ animates not only the annihilated Sufi but the entire poetic
world of Sufi poetry and, especially, as I will argue below, the qalandariyât, which can be
understood perhaps as its most extreme type. In other words, the conceptualization of God as
a force that acts upon and through his mystical lovers did not just stay restricted to the
metaphoric portrayal of self-annihilation itself. To a great degree it structured the most
prominent metaphoric representations of God and the symbols and topoi that came to be associated with him and self-annihilation (e.g., wine, drunkenness, transgression, love sick24. Talmy, Toward a Cognitive Semantics, I:412-413, 430-440.
25. Pinker, How the Mind Works; Kövecses, Metaphor and Emotion; de Mulder, “Force Dynamics”; Kövecses,
“Metaphor and Emotion.”
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ness), both in terms of the imagery and its underlying metaphoric schemas. All of these poetic elements continually perform force—a force originating in God, but flowing into and
overwhelming all who can remove that one force that blocks even God: the individual, illusionary self.
In the remainder of this chapter, I will highlight and analyze poems that exemplify
important re-occurring “forces” within the poetic world of the qalandariyât, illustrating in
greater depth how the force dynamics of fanâ have shaped a wide variety of images and motifs in qalandari poetry more broadly. Many of these topoi show up in multiple poems (e.g.,
wine, beauty, intoxication, love, disruption and transgression)—sometimes playing a minor
role, other times the lead. The poems I have selected to discuss in each section below feature
one particular image or motif more strongly, illustrating it more clearly or at length. However, none is exclusive to any one poem and indeed all are part of the qalandariyât’s broader
poetic repertoire that each poet marshals in different ways in each poem to achieve different
poetic effects. Nor are these “force dynamics” exclusive to qalandari poetry, although it certainly is among the most “forceful” types of poetry for reasons that will become clear below.
II. The Poetics of the Sufi Carnival:
The Force Dynamics of the Qalandariyât’s Carnivalesque Metaphoric World
Driven to Death: Love, the Self, and the Impossibility of Social Re-Integration
1

At the crack of dawn, our master awoke
and went from the mosque to the vintner.

2

He went from the circles of the men of religion
to being within the loops of the (non-Islamic) cincture.

3

He drained a jug of dregs instantly.
He cried out and he became a dregs-drinker!

4

When the wine of love started taking its effect on him,
he became disinterested in the good and bad of the world.

5

Stumbling like those drunk from a morning draught,
he went with a goblet of wine in hand towards the bazaar.

6

An uproar arose amongst the people of Islam.
How strange! This spiritual master became one of the infidels!

7

Everyone was asking: “How did this loss happen?
How did such a master become so treacherous?”
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8

Whoever gave him advice made his chains tighter—
in his heart the advice of people were thorns.

9

The people had pity on him;
around him many were gathering to look upon him.

10

Such a dear master became despised
in the eyes of the people of the world from one drink of wine.

11

Our master had became infamous and quite drunk.
When he sobered up for a bit,

12

he said: “If I have been a rancorous drunk, it is licit,
all must become engaged in this work.

13

It is proper for any who have become brave and a rogue
if they become rambunctious drunks in the city.”

14

The people responded: “This beggar should be executed!”
The number of people who were calling for his execution became overwhelming.

15

The master said: “Make haste! Look at this affair!
This Magian beggar has become boastful!

16

May a hundred thousand souls be sacrificed to him whom
the life of sincere ones is given!”

17

He said this and let out a fiery sigh
and then went up the ladder of the gallows.

18

From stranger and fellow city-dweller, man and woman,
rocks were piled upon him from every direction.

19

When he gave up his soul, the master in his heavenly ascent
in truth was initiated into all the secrets.

20

Eternally in the sanctuary of union with the beloved,
he tasted the fruit of the tree of love.

21

The story of the Hallâjian master of our day
expanded the chests of the spiritual elite.

22

Inside the chest and the fields of the heart,
his story became the guide of ‘Attâr.26

26. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 193-195 #251. Persian text:
از در ﻣﺴﺠﺪ ﺑﺮِ ﺧﻤّﺎر ﺷﺪ
در ﻣﯿﺎن ﺣﻠﻘﻪٔ زﻧﺎر ﺷﺪ
ﻧﻌﺮهای درﺑﺴﺖ و دردیﺧﻮار ﺷﺪ
از ﺑﺪ و ﻧﯿﮏ ﺟﻬﺎن ﺑﯿﺰار ﺷﺪ
ﺟﺎم ﻣﯽ ﺑﺮ ﮐﻒ ﺳﻮی ﺑﺎزار ﺷﺪ
ﮐﺎی ﻋﺠﺐ اﯾﻦ ﭘﯿﺮ از ﮐﻔّﺎر ﺷﺪ
ﮐﺎنﭼﻨﺎن ﭘﯿﺮی ﭼﻨﯿﻦ ﻏﺪّار ﺷﺪ
در دل او ﭘﻨﺪ ﺧﻠﻘﺎن ﺧﺎر ﺷﺪ
ﮔﺮد او ﻧﻈﺎرﮔﯽ ﺑﺴﯿﺎر ﺷﺪ
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ﭘﯿﺮ ﻣﺎ وﻗﺖ ﺳﺤﺮ ﺑﯿﺪار ﺷﺪ
از ﻣﯿﺎن ﺣﻠﻘﻪٔ ﻣﺮدان دﯾﻦ
ﮐﻮزهٔ دردی ﺑﻪ ﯾﮏ دم درﮐﺸﯿﺪ
ﭼﻮن ﺷﺮاب ﻋﺸﻖ در وی ﮐﺎر ﮐﺮد
اوﻓﺘﺎنﺧﯿﺰان ﭼﻮ ﻣﺴﺘﺎن ﺻﺒﻮح
ﻏﻠﻐﻠﯽ در اﻫﻞ اﺳﻼم اوﻓﺘﺎد
ﻫﺮ ﮐﺴﯽ ﻣﯽﮔﻔﺖ ﮐﯿﻦ ﺧﺬﻻن ﭼﺒﻮد
ﻫﺮﮐﻪ ﭘﻨﺪش داد ﺑﻨﺪش ﺳﺨﺖ ﮐﺮد
ﺧﻠﻖ را رﺣﻤﺖ ﻫﻤﯽ آﻣﺪ ﺑﺮ او

On a formal level, this poem—which I have classed as a “rogue anecdote” in my typology—is intriguing. It is twenty-two lines long, making it difficult to locate it comfortably
within the standard ghazal-qasideh formal binary. It is quite similar in length and structure to
a twenty-line “rogue anecdote” by Sanâ’i,27 and both of these poems are examples par excellence of the considerable formal variety of early monothematic poems in the pre-classical or
pre-technical ghazal period. The term “ghazal,” as it comes to be understood in this later period (ca. post-Sa’di, thirteenth century), is not really applicable. Nor does it fit our conceptions of a qasideh.28 When faced with poems such as these, it is not surprising that many early
editors of divan manuscripts chose to organize their poems based on thematic criteria rather
than form.
The poem is well structured with regard to its internal organization and segmentation.
Its internal patterning and the inter-relation of its segments are not incidental either; these
structural features play an important role in the way in which it constructs meaning as a
poem.29 In Table 2 is a basic breakdown of its divisions, which I delve into in detail below.
Table 2: Section Summary of ‘Attâr’s Rogue Anecdote Poem

Section (Lines)

Subjects

1 (1-5)

Mock-rahil from mosque to winehouse, drinks wine of love which
causes certain transgressive acts

2 (6-10)

Entrance of drunk master into market bazaar causes uproar among
Muslims and provokes certain reactionary responses, including
censure

ﭘﯿﺶ ﭼﺸﻢ اﻫﻞ ﻋﺎﻟﻢ ﺧﻮار ﺷﺪ
ﺗﺎ از آن ﻣﺴﺘﯽ دﻣﯽ ﻫﺸﯿﺎر ﺷﺪ
ﺟﻤﻠﻪ را ﻣﯽﺑﺎﯾﺪ اﻧﺪر ﮐﺎر ﺷﺪ
ﻫﺮ ﮐﻪ او ﭘﺮ دل ﺷﺪ و ﻋﯿّﺎر ﺷﺪ
دﻋﻮی اﯾﻦ ﻣﺪﻋﯽ ﺑﺴﯿﺎر ﺷﺪ
ﮐﯿﻦ ﮔﺪای ﮔﺒﺮ دﻋﻮیدار ﺷﺪ
ﺟﺎن ﺻﺪﯾﻘﺎن ﺑﺮو اﯾﺜﺎر ﺷﺪ
واﻧﮕﻬﯽ ﺑﺮ ﻧﺮدﺑﺎنِ دار ﺷﺪ
ﺳﻨﮓ از ﻫﺮ ﺳﻮ ﺑﺮو اﻧﺒﺎر ﺷﺪ
در ﺣﻘﯿﻘﺖ ﻣﺤﺮم اﺳﺮار ﺷﺪ
از درﺧﺖ ﻋﺸﻖ ﺑﺮﺧﻮردار ﺷﺪ
اﻧﺸﺮاح ﺳﯿﻨﻪٔ اﺑﺮار ﺷﺪ
ﻗﺼﻪٔ او رﻫﺒﺮ ﻋﻄﺎر ﺷﺪ

آﻧﭽﻨﺎن ﭘﯿﺮ ﻋﺰﯾﺰ از ﯾﮏ ﺷﺮاب
ﭘﯿﺮ رﺳﻮا ﮔﺸﺘﻪ ﻣﺴﺖ اﻓﺘﺎده ﺑﻮد
ﮔﻔﺖ اﮔﺮ ﺑﺪﻣﺴﺘﯿﯿﯽ ﮐﺮدم رواﺳﺖ
ﺷﺎﯾﺪ ار در ﺷﻬﺮ ﺑﺪ ﻣﺴﺘﯽ ﮐﻨﺪ
ﺧﻠﻖ ﮔﻔﺘﻨﺪ اﯾﻦ ﮔﺪاﯾﯽ ﮐﺸﺘﻨﯽ اﺳﺖ
ﭘﯿﺮ ﮔﻔﺘﺎ ﮐﺎر را ﺑﺎﺷﯿﺪ ﻫﯿﻦ
ﺻﺪ ﻫﺰاران ﺟﺎن ﻧﺜﺎر روی آﻧﮏ
اﯾﻦ ﺑﮕﻔﺖ و آﺗﺸﯿﻦ آﻫﯽ ﺑﺰد
از ﻏﺮﯾﺐ و ﺷﻬﺮی و از ﻣﺮد و زن
ﭘﯿﺮ در ﻣﻌﺮاج ﺧﻮد ﭼﻮن ﺟﺎن ﺑﺪاد
ﺟﺎودان اﻧﺪر ﺣﺮﯾﻢ وﺻﻞ دوﺳﺖ
ﻗﺼﻪٔ آن ﭘﯿﺮ ﺣﻼج اﯾﻦ زﻣﺎن
در درون ﺳﯿﻨﻪ و ﺻﺤﺮای دل

27. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 666-68.
28. For discussions of the development of the ghazal, see: Lewis, “Reading, Writing and Recitation”; Lewis,
“The Transformation of the Persian Ghazal”; Bausani, “G̲h̲azal, ii. in Persian Literature.”
29. Meisami has emphasized the importance of structure in Persian poetry in other contexts as well. See:
Meisami, Structure and Meaning, 190-243.
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C (11)

Center: master sobers up enough to respond to normative Muslims

3 (12-16)

Dialogue/debate between elements of sections 1 (winehouse) & 2
(representatives of normative Islamic world, i.e., spiritually uninitiated
mass), acceptance of irreconcilability

4 (17-20)

Impossibility of re-integration into normative society performed:
driven to death, ascent to heaven (me’râj), return to sanctuary of
love, i.e., ultimate winehouse

X (21-22)

Cap: ‘Attâr steps outside of poetic anecdote, asserts importance
of the poem and its enlightening effects, and includes his poetic
signature (takhallos)

The poem can be divided into four primary sections with a bisecting center line (C)
that divides these sections into two larger blocks (1-2, 3-4) and concludes with a “cap” (X)
(Meisami’s term). With the exception of section 4 (which is only four lines), each section is
exactly five lines, and the center line occurs at approximately the mid point of the poem (11)
(cap lines are traditionally counted separately). Parenthetically, I would note, though, that it is
also possible to read line 11 as the opening line of section 3, thus giving us two equal ten-line
larger sections. For reasons that will become clear in my discussion below, I am more inclined towards the former division, but not emphatically so. The general thrust of my analysis
below holds true regardless of which of the division schemas one adopts.
Section 1 (1-5) opens with the “master” waking up and heading from the “mosque to
the vintner” (mock-rahil), which establishes these two institutions as opposing spaces in the
poetic geography of this qalandari poem in both a spatial and spiritual sense. There is a physical distance between the two institutions that has to be traversed, but the “waking up” of the
master in the first hemistich also gestures towards the fact that these two worlds differ in a
more fundamental way, too—a point that will be made abundantly clear in the rest of the
poem. In the following lines the master is inducted into the winehouse cult, forsaking the
“circles of the men of religion” and binding himself with the cincture of non-Islamic minorities (zonnâr) (mock-investiture), and he enthusiastically participates in its solemn rite of imbibing prodigious amounts of the “wine of love” (3-5). The section concludes with him
“stumbling like the drunks in the morning,” with “a goblet of wine in hand,” heading to the
city’s marketplace. This image transitions us smoothly from section 1 to 2, as the master re128

turns from his mock-rahil to the bazaar, attempting reintegration into a normative social
space.
Section 2 (6-10) is the inverse of section 1. It revolves around the reactions of the
“people of Islam” gathered in the marketplace to the master’s new, transformed “drunken”
self. His appearance immediately engenders an “uproar” among them. As in the translation
above, “an uproar” (gholgholi) is the first word of this section in the original Persian (6),
foregrounding the absolute incompatibility of the winehouse (section 1) and the normative
social spaces of the Islamic world (section 2) (here, the bazaar, but one could include others
as well, e.g., the mosque of first line). The outraged Muslim crowd, or as he later calls them,
“people of the world,” now regard him as a “treacherous” “infidel” who, as these words suggest, has invaded Islamdom. They heap opprobrium on him for his “one drink of wine”—the
sacred rite of the winehouse world of section 1. The stark contrasts, harsh language, inverted
values, and differentiated poetic geography of this section set up and sharpen the conflict between the worlds of section 1 and 2 that the second half of this poem will seek to resolve.
Line eleven marks a turning point in the poem. Whether we consider it as a center line
or the opening line of the second ten-line larger section, it shifts the poem in an important
way. The master, “infamous and quite drunk,” “sober[s] up for a bit” and engages the spiritually ignorant masses who are casting blame upon him. His “sobering up” in the middle of the
poem (11) is crucial because only in this state can he converse with the “people of the
world.” Here the poem pivots as it inverts the “waking” that the master does in line one,
which is both a literal and spiritual awakening that leads him into the drunken state that he
must “sober up” from in the middle of the poem after he re-traces his mock-rahil and ends up
back in a normative social space (i.e., the market). In his sober state, he attempts (12-13) to
reconcile the winehouse world of section 1 and normative society (represented by the market
and its crowd) of section 2, explaining why this “work” and associated behaviors are “licit”
for those who have become “rogues” (‘ayyâr). The people gathered respond only with demands for his execution (14), which he willingly accepts as the wages of the work of the
winehouse. Indeed he encourages them, telling them to “make haste!” and taunting them with
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a prayer that there be many thousand more like him willing to sacrifice themselves for “him
whom the life of sincere ones is given.”
The last line of section 3 transitions us to the final section (17-20) where he is sacrificed, meeting his end on the “gallows” and ascending (me’râj) to the “sanctuary of union
with the beloved” where he “part[akes] of the tree of love.” The “heavenly ascent” here is really a return to the original primordial state of union (as discussed in the previous section)
that he tasted (i.e., “wine of love”) in his foray in the winehouse world of section 1. By the
end of line twenty, in other words, the master is brought back full circle to the winehouse
world. But this time he returns to the eternal, master winehouse, the sanctuary of union,
where the tree of love grows and the self has been permanently extinguished by death. The
basic patterning of this poem is thus as follows: presentation of conflicting winehouse and
normative Islamic worlds in sections 1 and 2, pivot in C to failed attempt at reconciling them
in section 3, and finally, expulsion of the rogue master from the normative order through execution in section 4, leading ultimately to a heavenly reconciliation. The patterning of the individual sections adds an additional level of meaning to this complex poem. Its structure embodies the paradoxical deep interrelation and irreconcilability of these worlds.
‘Attâr concludes the poem with a cap (21-22) in which he steps outside of the poetic
anecdote (1-20) and discusses the poem itself. He tells us that this poem has presented the
“story” (qesseh) of the “Hallâjian master” of his day and, passed among the “spiritual elite,”
it “became the guide of ‘Attâr.” The reference to Hallâj in the closing lines—again, the selfannihilated mystic par excellence in the Sufi imaginary—makes explicit what a informed
reader would have already intuited: the figure of the master and his shocking behavior should
be understood as resulting from his self-annihilated state (fanâ). God is in control of him like
the servant in the hadith qodsi mentioned by Jonayd or the drowned man in Rumi’s story.
This poem, in fact, is a performance of fanâ in which God is the operative force—a point I
will return to momentarily.
The concluding image of the poem—or, more specifically, the story (qesseh) within
it—personified as the spiritual “guide” or “leader” (rahbar) of ‘Attâr is also significant for a
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number of reasons. At a basic level, his assertion that one of his “guides” was a “story” about
a Hallâjian master will certainly be of interest to scholars of ‘Attâr—among whom there has
been a longstanding debate about the poet’s connection or lack thereof to a particular Sufi
master or order.30 However, more interesting for my purposes in this study is the portrayal of
the poem as a force that “expands” the chest of the “spiritual elite” in a literal, affective, and
spiritual sense simultaneously. The term ‘Attâr uses in these lines, “ensherâh,” is rich in
meaning. It can denote literal expansion of the chest (i.e., as the result of breathing in air during the recitation of the poem) and metaphorically be understood as “cheerfulness.” It can be
read as an allusion to God’s “expansion” of the chests of Mohammad and other chosen ones
in the Qur’an (6:125 and 94:1), which uses the first form of the same Arabic root as ensherâh.31 In the context of this poem, its notion of “expansion” also almost certainly gestures
toward the experience of “spiritual expansion” (bast) in Sufi thought: an experiential state induced by God in which the aspirant is granted joy and spiritual insight. The poetic anecdote
plays this multifaceted role, ‘Attâr informs us, effecting “expansion” of the “chests” and
“heart[s]” of the spiritual elite, and even “lead[ing]” them. The poem is not just any force; it
is implicitly compared here in its ability to produce “expansion” in its audience members to
the greatest force there is (or, rather, the force behind all forces): God. This is a staggering
claim for the power of poetry, but it is important to point out too that ‘Attâr specifies that it
only has this effect on the “spiritual elite” (line 21). Only they can experience its power because they have rid themselves of their selves (or are on the path to this goal) and therefore

30. See Austin O’Malley’s overview of this debate in: O’Malley, “Poetry and Pedagogy.”
31. The text of the Qur’anic passages are as follows:
َﻓَﻤَﻦْ ﻳُﺮِدِ اﻟﻠَّﻪُ أَنْ ﻳَﻬْﺪِﻳَﻪُ ﻳَﺸْﺮَحْ ﺻَﺪْرَهُ ﻟِﻺِْﺳْﻼَمِ وَﻣَﻦْ ﻳُﺮِدْ أَنْ ﻳُﻀِﻠَّﻪُ ﻳَﺠْﻌَﻞْ ﺻَﺪْرَهُ ﺿَﻴِّﻘًﺎ ﺣَﺮَﺟًﺎ ﻛَﺄَﻧَّﻤَﺎ ﻳَﺼَّﻌَّﺪُ ﻓِﻲ اﻟﺴَّﻤَﺎءِ ۚ ﻛَﺬَٰﻟِﻚ
َﻳَﺠْﻌَﻞُ اﻟﻠَّﻪُ اﻟﺮِّﺟْﺲَ ﻋَﻠَﻰ اﻟَّﺬِﻳﻦَ ﻻَ ﻳُﺆْﻣِﻨُﻮن
“Thus God guides whomsoever He please by opening wide his breast to surrender; and straitens the breasts
of those He allows to go astray, (who feel suffocated) as if they were ascending the skies. Thus will God
punish those who do not believe.” (6:125)
َأَﻟَﻢْ ﻧَﺸْﺮَحْ ﻟَﻚَ ﺻَﺪْرَك
“Have we not opened up your [Mohammad] breast” (94:1)
Translation and Arabic text from: Al-Qur’ān.
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can be animated (“expanded”) by the force of God/the poem. The closing image of the poem
as a force acting upon the “spiritual elite” is a fitting conclusion to a poem that relates the story of the self-annihilation of a “Hallâjian master,” his resulting behavior, and the reactions it
provokes in a profoundly “self-ish” world.32 It also is only the final “forceful” image of a
poem replete with force dynamics.
The poem opens with the master’s mock-rahil to the vintner’s home and participation
in the winehouse rites of imbibing wine and strapping on the cincture. Wine is undoubtedly
the main player in the poem. It is the reason for the winehouse itself, and its effects ultimately
lead to the execution of the master. I will discuss its variegated manifestations at length both
in this poem and others below. But there is a step that proceeds the introduction of the wine.
The drinking of the Sufi’s spiritual wine and the experience of the self-dissolution that it engenders presuppose a decision on the part of the Sufi to engage in this action—that is, in the
first instance, to go, as the master does in the opening lines (1-2), from the mosque to the
winehouse. While the decision to engage in a particular action or go to a place where that behavior is possible seems almost too simple to merit mentioning, it is actually consequential in
terms of force dynamics and draws our attention to a crucial point for the discussion of the
poetics of fanâ: the existence of the individual’s will and volition. In the state of self-annihilation the individual and his (self) will is replaced by God. God becomes the animating force
of his body, as we saw earlier. Prior to this state of fanâ, however, the animating force of the
mystic’s body is the self and he must act upon his own body in physical, psychological, and
spiritual ways in order to bring himself to the winehouse, even to make possible the consumption of the self-destroying wine introduced in line 3.

32. ‘Attâr’s image here of the poem effecting a powerful transformation in the spiritually elite audience
members is a reflection of a broader understanding in medieval Persian literature of poetry as powerful
force. This broadly Ibn Sinian view of poetry as a force can seen clearly in writers as diverse as Nezâmi
‘Aruzi, Mohammad al-Ghazâli, ‘Attâr, Nasir al-Din Tusi, and Shams-e Qays. Nezâmi ‘Aruzi in his Chahâr
Maqâleh (c. 1157), for example, maintains that poetry “through ‘making [the reader] imagine’ (ihâm,
reading this word in its literal meaning)...excites/stirs/creates/evokes” (bar angizad) emotions in the reader
and “causes/brings about great events.” See: ‘Aruzi Samarqandi, Chahâr maqâleh va ta’liqât, 123. Also see
remainder of ‘Aruzi’s chapter on poetry for stories of poetry’s impact on its listeners/readers: ‘Aruzi
Samarqandi, Chahâr maqâleh va ta’liqât, 123-50. For more on this understanding of the power of poetry in
the medieval Persianate world, see: Bürgel, The Feather of Simurgh; Lewisohn, “The Sacred Music of
Islam”; Landau, “Nasīr al-Dīn Tūsī and Poetic Imagination in the Arabic and Persian Philosophical
Tradition,” 21ff; O’Malley, “Poetry and Pedagogy.”
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This point is important because it is easy to underestimate the latent force dynamics
of imagery such as the opening lines of the poem. These lines do not contain the more direct
“cause and effect” type of force imagery that we see in much of the poem, but the decision of
the master to abandon the mosque and head for the winehouse implicitly expresses something
equally profound: we must paradoxically, through our own actions, dispatch our will, or at
least maneuver ourselves in a physical, psychological, and/or spiritual sense into a space
(physical and metaphoric) where God can eliminate our selves—the source of our volition
that moved us there in the first place. The movement of the body—indeed, any physical entity—is never neutral in terms of force dynamics. All “sentient entit[ies]” in this framework are
understood according to Talmy to be “essentially inert, requiring animation by the psychological aspect. By itself, the body lacks an intrinsic force tendency...It is the pysche that imbues the body with force properties—that is, animates it.”33 Any movement is the result of
some force, although sometimes its origin requires a bit of linguistic excavation work. The
source of the actions and movements of imagery in Sufi poetry thus can be read as a barometer of or index for the spiritual state of the mystic and those surrounding him or her. The animation of the imaginal entities in the poem—to follow Talmy’s terminology—are not just
linguistic adornments, but rather a performance of different types of force, and their origin
and nature carry significant implications for the understanding of the poem as a meaning
event.
From this perspective, the poem’s opening lines set up the force transfer that occurs in
the third line. The master’s volitional force—perhaps supplemented by his spiritual awakening in line 1—moves him from the mosque and its “circles of men of religion” to the winehouse and its “loops of the (non-Islamic) cincture” where he can “drain a jug of dregs.” The
introduction of wine into his body is, however, an inflection point in the poem. It produces a
transformation in the force dynamics of the body of the poem that mirrors the transformation
of the force dynamics in the intoxicating moments of fanâ. No longer does the will of the

33. Talmy, Toward a Cognitive Semantics, I:435.
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master animate his body and the poem’s imagery; rather, now, as the “wine of love start[s]
taking its effect on him” (4), his rational self begins loosing control of his body as it engages
in increasingly carnivalesque inversions of normative social behavior and belief throughout
the remainder of the poem. The fusion of the emotion of “love” with the intoxicating substance of “wine” in the antagonistic force entity of the poem is noteworthy on several levels.
Within the context of the poem, it functions to connect the wine and the winehouse of the
opening section with the “tree of love” in the “sanctuary of union” where the master ends up
after the ultimate self-annihilating experience of being executed (à la Hallâj) (20). It thus establishes a parallelism at both the poetic and symbolic levels: the worldly winehouse where
he finds the self-dissolving “wine of love” in the beginning of the poem is paralleled by the
ultimate place of self-dissolution, the “sanctuary of union” where the “tree of love” originates. The winehouse, in this sense, can be read as a microcosm or earthly analogue for the
heaven sanctuary where self-annihilation is inescapable.34 It also identifies the true source of
the force of these antagonistic entities: both wine and love, fused in this image, have their origin in God, and both—not surprisingly—draw heavily on force dynamics in their metaphoric
configurations, as we will see repeatedly below.35 They can in many cases be understood as
metonymic, even ontological, force vectors of God.
The action of drinking the wine in line 3 produces an immediate change in the master’s state, which is expressed psychosocially in his “bec[oming] disinterested in the good
and bad of the world” and physically in his action of “cry[ing] out” and “stumbling like those
drunk from a morning draught” towards the bazaar. Interestingly, the hemistich referenced in
this latter image also sonically and orthographically performs the undulation of the figure of
the drunk master “falling and getting up” (as it literally reads in Persian) through the rapid alternation of long and short vowels (orthographically alefs  اstand straight up while the other
vowels u  وand i  یremain at the text line or dip below it) (full line: uftân-khizân cho mastân-

34. For poems as analogs and microcosms, see: Meisami, “The Grand Design”; Meisami, “Poetic
Microcosms.”
35. For more on emotion and its grounding in the EMOTION IS A FORCE superordinate metaphor, see:
Kövecses, Metaphor and Emotion; Kövecses, “Metaphor and Emotion.”
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e sabuh / )اوﻓﺘﺎنﺧﯿﺰان ﭼﻮ ﻣﺴﺘﺎن ﺻﺒﻮح. The antagonistic force here, the “wine of love” as it is
termed in line 4, is an external substance that enters the master’s body as a result of his own
actions, but then begins “taking its effect on him,” producing these “out of control” actions
and implicitly indicating that it has supplanted his rational, worldly self as the prime mover
of his body and mind. The master’s lack of agency in this interaction is highlighted in the active and passive verbs attributed to these two figures in line 4. While the wine “tak[es] its effect on him” (lit. “works on him”/dar vey kâr kard), he can only “bec[ome]” (shod) something—a point which other passive uses of the “poetic refrain” (radif) shod referring to him
emphasize as well (e.g., 3, 6-7, 10, 15, 19-20).36 The transfer of “self control”—that is, control of the force to make one’s body move, speak, and act in the world—occurs as the intoxicating effects slowly commandeer his senses. Although it is not as explicitly stated here as in
other poems, his loss lucid self-awareness is clear by line 11, since he must “sober up” at this
central point in the poem in order to address the crowd in a rational way that they will
understand.
While these physical (imaginal) manifestations of the force of intoxication are an important and common poetic means of expressing the intensity of fanâ, they are actually only
secondary effects. The movement of the body, as discussed above, is always the product of a
force—whether internal or external—and so its actions are indicative of its position in a field
of conflicting force tendencies. In the Sufi worldview, the intrinsic force tendency of unawake “people of the world” is to engage in the “ways of the world.” Their actions are guided
by their selves—both intellect (‘aql) and lower, carnal self (nafs)—and their worldly logic. In
contrast, the self-annihilated Sufi lover is compelled by God, often through media such as
wine and love, to engage in behaviors that directly attack the logic of the self and its worldly
constructs (including superficial modes of religious piety, normative social and political institutions, and legal frameworks). This is the role of rogues in the literary-poetic imagination of
Persian Sufi literature. Their self-annihilation is not intended only to be a self-transformation;

36. I would like to thank Paul Losensky for drawing my attention to this point. For more on the “poetic refrain”
(radif) in the Persian tradition, see: Lewis, “The Rise and Fall of a Persian Refrain”; Losensky, “‘Demand,
Ask, Seek’.”

135

they have a social role to play as well. They become another medium for channeling God’s
“force” into the world. Their actions are deconstructive performances of the illusionary nature of the world, and they are meant to affect (read: exert force on) their audience members
and thereby the world as whole.37
This social dimension is reflected in this poem in the form of a second transfer of
force, which occurs appropriately at the transition point between the first two sections. The
first section concludes with the master “stumbling,” overcome by the intoxicating effects of
wine, “with a goblet of wine in hand towards the bazaar.” The reaction to his appearance in
the bazaar (a normative social space) is immediate and fierce: he throws all of the “people of
Islam” in the market into an “uproar.” Indeed, this is the first word of the section—underlining, as I mentioned previously, the irreconcilability of these two force entities—and the original Persian “gholghol” onomatopoeically performs the meaning as well. The master is the
cause of this imaginal and textual-sonic strife, and he is thus fittingly identified as “one of the
infidels.” However, in the end, he is still only conceptualized as a proximate cause or embodiment of the force of wine (which, as we learn later, is itself also still one remove from the ultimate causal force). The closing lines of this section return to the image of wine, reminding
us that this all happened “from [i.e., due to] one drink of wine”—a point emphasized in the
following center line (11) as well.
Important also to note is that the “people of Islam,” the “people of the world,” in this
section are not just passive entities in this encounter. Although the emotive force of the master’s shocking transformation and transgressive behavior initially overpowers their self-control as they erupt into a furor (a prototypical image predicated on the EMOTION IS A
FORCE superordinate metaphor), they respond too with a type of psychosocial force. They
pepper him with “advice” (pand)—presumably counseling him to change his behavior—
which is an argumentative exertion of force that he naturally perceives as painful “chains”
and “thorns” digging into his carnivalized body (8). His experience of their words as forces

37. For a narrative rendition of the transformative effects of the carnivalesque performance on audience
members, see the discussion of ‘Erâqi’s dramatic conversion to the qalandar path in chapter four.
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acting upon him corroborates Talmy’s view in which argumentation is portrayed in force dynamic terms,38 and it echoes ‘Attâr’s concluding image of his poem as a force acting upon the
“spiritual elite.” In this understanding of language, words and texts are not just abstractions;
they are force projections that seek to transform and move their audience in various ways.
This is a much more deeply embodied conception of language and meaning production than
the symbolist perspective allows.39
The argumentative contestation between the master and the “people of Islam”/“people
of the world” that begins in section two continues in section three (12-16). The psychosocial
force of the townspeople’s warnings cannot overwhelm the wine-fortified master. After
“sober[ing] up for a bit” in the center line, he responds, not with another shocking carnivalesque bodily performance as in the first section, but rather with argumentative force. His response is parallel to the “advice” of the townspeople in a formal sense (verbal persuasion),
but its content is mock-pand: he defends his drunkenness as “proper for any who have become brave and a rogue (‘ayyâr).” He even proselytizes a bit, exhorting all to “become engaged in this work” (12-13). As expected from this audience, it is made abundantly clear in
line 14 that his arguments have not moved this crowd at all—in fact, his slightly more
“sober” attempt at persuasion seems to have only inflamed them further. They go from having “pity on him” and “despis[ing]” him in the second section to overwhelmingly calling for
his “execution” by the end of the third.
The calls to execute the master and his acceptance of this sentence mark the shift to
the fourth section of the poem as well as another transformation in the force dynamics. The
psychosocial force of the arguments between the master and townspeople that play out in sections 2-3 ultimately end in a stalemate that must be resolved by other means in the fourth section. The move in the fourth section is to physical force, as the “people of Islam/the world”
string him up on the gallows, and “stranger and fellow city-dweller, man and woman” alike
all pelt him with “rocks...from every direction.” The intense physicality of the force in this
38. For Talmy’s discussion of force dynamics in argumentation, see: Talmy, Toward a Cognitive Semantics,
452-54.
39. This is a project that I plan to take up in the revised and expanded version of the present study.
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image is obvious, and it parallels in inverted fashion the intensity of the master’s physical
performance of drunkenness in the first section. From the perspective of the “people of Islam/
the world,” the master represents a dangerous, rogue, even “infidel” force (6) that threatens
the foundations of normative Islamic society if not eliminated in one way or another. Since
their arguments proved ineffective in changing his position, they determine that execution—
that final elimination of an animated body—is the only force powerful enough to overcome
the master’s wine-fueled obstinacy.
The effect of the execution image in the fourth section is augmented by the master’s
enthusiastic embrace of it. He does not just accept it; he spurs the crowd on, telling them to
“make haste.” The image here of the master suddenly giving up the fight he has carried on
valiantly throughout the poetic anecdote and enthusiastically accepting his fate at the hands
of this crowd of “people of Islam/the world” seems strange at first because the contestation
between the two force entities that has structured the poem is suddenly ripped out. The executioners, of course, believe they have triumphed in their battle with this rogue force, but as
the remainder of the poem makes clear, their victory is an illusion. His paradoxical embrace
of this death sentence is itself his final bodily riposte to their resort to physical force and his
ultimate victory over them. In his embrace of bodily death, he performs fanâ in dramatic
fashion on a public stage which negatively mirrors his earlier antinomian actions. His lack of
resistance (read: lack of exertion of force) to the townspeople’s push to execute him demonstrates the same lack of self that his earlier behavior reflected and leads back to the same
point of origin: the experience of fanâ. He comes full circle in the poem: the overpowering
experience of wine-fueled fanâ in the winehouse (section 1) impels him to engage in a range
of antinomian and paradoxical behaviors (sections 2-3), including accepting death, which returns him to that eternal winehouse in the sky, the “sanctuary of union with the beloved”
where the “tree of love” grows and from which the “wine of love” flows (section 4).
The play of forces in this long, narrative-heavy poem reveals something important
about the Sufi carnival of selflessness and the radical—in both senses of the term—force that
emanates from it: this force is irreconcilable with society in a spiritual sense. It does not rec138

ognize the legitimacy of normative social frameworks (e.g., religious and legal proscriptions,
norms of comportment) because they operate to control the actions and selves of society that
ultimately are themselves illusionary. Its poetics performs this inescapable contestation at
both the formal and imaginal levels. But in the end, the ultimate paradox is this: earthly
forces can only control the fanâ-possessed body by destroying it; however, in destroying the
body, they enable the ultimate re-integration of the self in the eternal selflessness to which we
all—them included—will return at death. Their force is powerless to challenge the ultimate
force of God that flows through the servants that “he loves.”
The Self Transformed: Defeat, Intoxication, and Disruption
In Sufism, death is conceived of as an ultimate release from the “veil” of the phenomenal world and joyous re-union with the divine Beloved. Some Sufis even commemorate the
anniversary of a Sufi saint’s death as their “wedding day” (‘ors) with God. The story of the
execution of the Sufi martyr of love, Hallâj, at the hands of spiritually uninitiated “people of
the world” (alluded to in the poem above) certainly exerted a powerful force on the Sufi
imaginary. It is an extreme example, though, that illustrates the extraordinary power of the
experience of fanâ and functions as an object lesson on the difficulties—if not impossibility—of re-integration into normative society and modes of piety after this experience.
Death in the bodily sense, however, is not a primary focus of Sufi poetry. More common in the voluminous archives of Sufi poetry are poems that celebrate the radical transformation engendered by the experience of self-annihilation in the life of the mystic. We saw
this perspective previewed above in the first two sections of ‘Attâr’s poem where the force of
God’s wine drove the master to engage in numerous sacrilegious and scandalous behaviors.
In this heterotopic poetic space, Sufis do not flee earthly life in pursuit of bodily death, but
rather they disrupt normative society and institutions that they can no longer re-integrate into.
They destabilize the purportedly pious foundations of social order and transgress its boundaries, revealing them all to be fundamentally flawed earthly constructs. These actions simultaneously are engendered by and performances of a certain type of death. But this death is the
“death before death” of fanâ: the death of the individual psychosocial “self” that is construct139

ed by society and polices the body in accordance with its norms and proprieties. Earthly
death, as we saw in the preceding poem, may provide permanent entrance to the eternal Sufi
carnival in the “sanctuary of union” and thus ultimate release from the psychosocial self, but
the more common focus in Sufi poetry on bringing the Sufi carnival to earthly life suggests
that these forms of carnivalesque poetry are much more interested in preparing the Sufi aspirant for that “death [of the psychosocial self] before [bodily] death.” They do not disengage
from earthly life so much as show how it must be transformed through the revolutionary
spiritual power of self-annihilation experienced in mystical union.
The poems that I will treat in the second half of this chapter revolve in different ways
around the transformed life that the mystics who die before (bodily) death are compelled to
lead.40 Despite the name, these figures are certainly not zombie-like and they do not inspire
dark dirges for the transient world or exhortations to repent from its evils à la religioushomiletic poetry. Indeed, nowhere is Persian poetry more alive and lively than when celebrating them and their carnivalesque and anacreontic adventures with their tavern-mates and
beloveds. The highly charged and overflowing nature of this poetry is not accidental; it is integral to the way it conveys meaning. It does not just describe or represent the path to, moment of, and self-annihilated (inter-)subjectivity resulting from mystical union. It textually
performs this self transformation in the force dynamics of its imagery and thereby, as ‘Attâr
suggests above, acts as a pedagogical catalyst for the “spiritual elite” among its audiences—a
point to which I will return in the conclusion of this chapter.
The qalandari poems that could be discussed under the rubric of “the self transformed” are quite numerous. While many of the symbols and topoi they use are shared to
varying degrees, I discuss them here in three sections, each treating one of the particularly
prominent motifs in this body of poetry: namely, love/beloved, wine/intoxication, and disruption/destruction. Admittedly, this division is only a practical measure, however; as the reader
will see, variations on all of these symbols appear in different degrees in most of these

40. As Karamustafa reminds us, “[p]assing away from consciousness of earthly existence, however, is not total
annihilation of the individual since even after fanā’, the self survives in a transformed fashion.” See:
Karamustafa, Sufism, 17.
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poems.
The Self, Defeated:
The Power of Love/Beloved and Elimination of the Divided Self
The traditional Sufi conception of the human psyche understands there to be multiple
psychological selves and mental forces within each person that often come into conflict over
the actions they want the body to perform. Sufi psychological schemas can get quite complicated, and develop historically in different ways, but they are united in their portrayal of the
human body as a site for internal contestation between different psychological, mental, and
spiritual forces. The most common of these are the “lower self/ego” (nafs), intellect/wisdom
(‘aql/kherad), and “spirit/soul” (ruh/jân), the last of which is ensconced in the heart and
connected to the divine. These psychological entities are also frequently re-enforced by various auxiliary forces that act upon the body and aid one or the other internal force. The
opening lines of ‘Erâqi’s poem below illustrate this point well:
1

Whoever had a goblet fall into his hands
fell to the level of the libertines, rascals, and wine-worshippers.

2

Whoever had a drink fall into his hands
lost his heart, religion, and wisdom.

3

Whoever saw the intoxicating eyes of the beloved
fell drunk although he did not taste any wine,

4

and when the heart became caught in his locks,
it fell, trapped like a fish in a net.

5

The army of love again rushed out to attack,
and the hearts of the lovers were defeated.41
The full poem is a ten-line ghazal that features a prominent center line (5) surrounded

by two four-line sections (1-4, 6-9) and a concluding signature (takhallus) cap (10). The “poetic refrain” (radif) of “fell” (oftâd)—which is the final word in each Persian line—repeatedly
draws the audience’s attention to the fundamental point of the poem: truly “falling” in love
41. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 77-78. Persian text:
رﻧﺪ و ﻗﻼش و ﻣﯽﭘﺮﺳﺖ اﻓﺘﺎد
ﻫﺮ ﮐﻪ را ﺟﺮﻋﻪای ﺑﺪﺳﺖ اﻓﺘﺎد
ﻧﺎﭼﺸﯿﺪه ﺷﺮابْ ﻣﺴﺖ اﻓﺘﺎد
ﻣﺎﻫﯽآﺳﺎ ﻣﯿﺎن ﺷﺴﺖ اﻓﺘﺎد
ﻗﻠﺐ ﻋﺸّﺎق را ﺷﮑﺴﺖ اﻓﺘﺎد
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ﻫﺮ ﮐﺮا ﺟﺎم ﻣﯽ ﺑﺪﺳﺖ اﻓﺘﺎد
دل و دﯾﻦ و ﺧﺮد زدﺳﺖ ﺑﺪاد
ﭼﺸﻢ ﻣﯿﮕﻮن ﯾﺎر ﻫﺮ ﮐﻪ ﺑﺪﯾﺪ
واﻧﮏ دل ﺑﺴﺖ در ﺳﺮ زﻟﻔﺶ
ﻟﺸﮑﺮ ﻋﺸﻖ ﺑﺎز ﺑﯿﺮون ﺗﺎﺧﺖ

with the Beloved is experienced à la fanâ as an uncontrollable force acting upon the lover.
Whether one is “falling” or being “fallen upon,” the event is conceptualized as an experience
of force. One typically does not fall on purpose; rather, something external (e.g., another
body, rock) or internal (e.g., drunkenness, sickness) causes one to fall by overcoming the
body’s intrinsic force tendency to continue standing, walking, etc. Similarly, when something
falls on another, it initiates a force transfer. Whether the “falling” force can overcome the object it falls upon and initiate a transformation in that entity depends on the relative strength of
its forces. But it is a force interaction nonetheless. In the first section, the “falling” is done by
a “goblet [of wine]” (1) and a “drink [of wine]” (2) which fall into the hands of the lover. In
both cases, these vessels of wine initiate dramatic changes in this figure. Line 1 portrays it
knocking the figure down in terms of social rank by causing him to fall “to the level of libertines, rascals, and wine-worshippers.” Line 2 moves inward and shows the wine dispatching the internal forces of the lover’s “heart, religion, and wisdom.” The entities themselves
are constituent components of the psychosocial self that guides the body to act in various
ways. The cases of “religion” and “wisdom” are more clear because here they are to be understood as mental constructs that serve as psychosocial extensions of normative society
which push the lover to constrain his behavior and comport himself in socially and religiously acceptable ways. Even the “heart” is an obstacle that must be overcome by or given over to
the control of the Beloved—as we see in line 5. Nothing can remain in the hands of the selfannihilated lover.
The following two lines invert the doer of the action of falling, but the performance of
force does not abate. The lover is now not being “fallen upon” by another entity, but rather is
forced to fall as a result of the Beloved. In line 3 it is the amorous intoxication caused by the
sight of the Beloved’s eyes that knocks the lover off his balance, and in line 4 it is the locks
of the beloved that ensnare the lover’s heart, causing him to “f[all], trapped like a fish in the
net.” The image of the net and its entrapment of the lover’s heart captures both the initial exertion of force necessary to seize the heart and the sustained force required to restrain it from
fleeing its capture and imminent death, as the net does in the case of fish. This evocative im142

age of the heart, thrashing about in the net of the Beloved’s tresses, struggling against the
death it knows awaits it, concludes the first section of this poem and transitions to its climax
in the center line (5). Here, the “army of love” comes “rush[ing] out to attack” and slaughters
the hearts of the lovers—the final remnant of their psychosocial selves—in an awe-inspiring
and decisive finale to the series of events that befell the lover(s) in the first section.
The second half of the poem (6-10) shifts rather dramatically from the rich and intense imagery of the first half to a more didactic treatment of the topic.
6

The lover that let go of the world
quickly was brought near to his beloved.

7

Whoever did not devalue the world,
his spiritual fortitude fell terribly low.

8

Whoever has the wine of “am I not” in his head
does not have patience for existence,

9

and whoever has not gotten rid of his self,
his feet were barred from the path of love.

10

Beware, ‘Erâqi! Cut yourself from existence—
Your share of existence happens to be non-existence.42

The poem, as the second half makes quite explicit, treats the “path of love” (9) and especially
its sine qua non: self-annihilation. Both sections of the poem revolve around this concept, but
they elaborate it in very different ways. The first section imaginally performs the wild and
drunken experience of self-annihilation that ‘Erâqi then discusses in a more sober, even
homiletic, mode in the second half. The struggles in the first section between the forces of
love (e.g., wine, the beloved, tresses) and its obstacles (e.g., the presumably high social status
of the lover, “heart, religion,...wisdom,” and normal consciousness) are battles in the war
over control of the lover, as line 5 makes clear in its memorable image of the “army of love”
marching out to deliver the final blow. Despite the differences between these images, the play

42. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 77-78. Persian text:
زود ﺑﺎ دوﺳﺘﺶ ﻧﺸﺴﺖ اﻓﺘﺎد
ﻫﻤّﺖ او ﻋﻈﯿﻢ ﭘﺴﺖ اﻓﺘﺎد
در ﺳﺮش ﺑﺎدهٔ اﻟﺴﺖ اﻓﺘﺎد
در ره ﻋﺸﻖ ﭘﺎی ﺑﺴﺖ اﻓﺘﺎد
ﻧﯿﺴﺘﯽ ﺑﻬﺮهات ز ﻫﺴﺖ اﻓﺘﺎد
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ﻋﺎﺷﻘﯽ ﮐﺰ ﺳﺮ ﺟﻬﺎن ﺑﺮﺧﺎﺳﺖ
ﻫﺮ ﮐﻪ ﭘﺎ ﺑﺮ ﺳﺮ ﺟﻬﺎن ﻧﻨﻬﺎد
ﺳﺮ ﺟﺎن و ﺟﻬﺎن ﻧﺪارد آﻧﮏ
واﻧﮑﻪ از دﺳﺖ ﺧﻮد ﺧﻼص ﻧﯿﺎﻓﺖ
 ﺑﺒُﺮ ز ﻫﺴﺘﯽ ﺧﻮﯾﺶ،ﻫﺎن ﻋﺮاﻗﯽ

of force dynamics in each shares a common force pattern: it is the lover and the constituent
elements of his inherent psychosocial self that are acted upon and ultimately overcome by
stronger external forces related to the Beloved/love. These “self-ish,” worldly elements are
all obstacles that must be defeated and dispatched in order for the lover to “rid” himself of his
self and “cut” himself “from existence” (9-10)—i.e., to be self-annihilated on the “path of
love” (8-10). To adapt Meisami slightly, the imagery of the first section models the argument
of the second,43 and this parallelism is not only conceptual or symbolic. The force dynamics
of the concept of fanâ treated in the second section are metaphorically (majâzi) embodied and
performed in the imagery of the first section.
‘Erâqi’s poem reflects Sufi psychology’s broader understanding of the body as a site
of contestation for multiple forces, both internal and external. This notion dovetails well with
the concept of the “divided self” in force dynamics literature, which similarly sees each
movement of a body—even mental transformations—as the result of a psychosocial force
prevailing over the individual’s psyche and thus moving the body to act in the manner it desires.44 There is an important difference, however, in the way in which proponents of force
dynamics and Sufi psychology understand the self, the body, and the range of force dynamic
scenarios available to them. Whereas force dynamics presuppose a psyche that is ultimately
moved to act in various ways, Sufi psychology reaches its zenith not in one internal self (or
metonymic figuration of a self) emerging victorious and bringing the body under its control,
but rather in the complete dissolution of the concept of self and return to a divine inter-subjectivity in which there is only one force animating the whole universe and all of its manifested forms. It is not just the “divided self” that must be overcome by a particular psychosocial
force; it is the self itself that must be vanquished by the “army of love,” as ‘Erâqi says, and
replaced.
The replacement of the self, the “I” of the poet-lover, with the force of this divine inter-subjectivity is performed in Sufi poetry in a variety of ways. Often it is the powerful and

43. For Meisami’s discussion of “imagery as argument,” see: Meisami, “Imagery as an Argument.”
44. Talmy, Toward a Cognitive Semantics, I:431-435.
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shocking imagery that does this poetic work, as we have seen above. But not always. The
next poem by Sanâ’i is notable not so much for its imagery, but rather the way the entire
poem is structured on the incessant juxtaposition of the radically different actions, aims, and
inclinations associated with the pre- and post-self-annihilated Sufi who is now ruled by the
personification of divine inter-subjectivity, “Love” (1).
1

Since I made my qibla the winehouse—how can I practice pious devotion?
Love became king over me—how can I act as king?

2

The Ka’ba of my friend is the dilapidated winehouse and putting on the pilgrim’s
vestments is gambling.
I have chosen this religion/path—how can I practice pious devotion?

3

Since I have been involved with wine, I have less inclination towards wind.
I have become heavenly—how can I spin in the wind as a mill?

4

Your love works only with the destitute—
since on its [love’s] path I do not have the blessing of poverty—how can I be
poor?

5

He [Love] wants me to be a rascal—I want the same as he.
He is my lord—how can I be lord over him?

6

I have never begged at his door for soul or wisdom.
How can I beg for worldly things like dust, wind, water, and fire?

7

I desire what he desires. Since in his harvest grounds
I am less than straw, how can I be lyngourion?45

8

Since I am a slower swimmer than straw floating on top of the ocean,
how can I be acquainted with the pearls in the depths of the ocean?

9

He who has a face of beauty is nothing but faithful.
How can I who have love in my heart be unfaithful?

10

Love wants swiftness from me, but I am at work on matters of the heart—
how can I be swift until I have abandoned the heart?

11

I say to wisdom: “Why do you tell me to escape from wine?”
It says to me: “How can I claim to be clean and pure before the pure souls (if I
don’t)?”

12

Since I am aware that the beautiful youths are in the dilapidated winehouse,
how can I guide the ascetics to any place save there?

13

Having been drunk with the Magian beauties in the winehouse,
how can I engage in hypocritical asceticism with the disgraced people of
religion?

45. Lyngourion (or lyncurium or tourmaline) is a form of amber that is capable of producing/holding an
electrostatic charge and thus can attract straw.
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14

Since he always loves me more without Sanâ’i,
how can I rid myself of Sanâ’i except through wine?

15

He is intent on casting Sanâ’i to the ground.
How can I strive to make Sanâ’i heavenly?

16

My nature has an imprint from him, so it tells me: “Don’t desire!”
How can I practice poverty in order to get his provisions?

17

I was able to separate myself from the whole world,
but how can I be helpless to separate myself from separation?46

The poem is a seventeen-line rogue ode that presents in kaleidoscopic fashion the transformations experienced by the conquered, selfless lover. While it lacks the clearly identifiable internal segmentation of the other poems discussed above, the repetition of its poetic refrain
(radif) “how can I...” (chun konam) at the end of each line structures it in a different manner.
The hemistichs are not parts of larger segments, but rather present in rapid a series of contrasts the utter incompatibility of two different Sanâ’is: Sanâ’i before and after “Love became
king over [him],” as the first line tells us.
The portrayal of Love as a King who takes control of his subject, Sanâ’i, is not incidental. It simultaneously harkens back to the hadith qodsi discussed above and also reveals
something important about the state of the self-annihilated mystic’s internal psychosocial
force relations. God and his act of loving his servant in the hadith qodsi are fused and personified in the image of King Love. Like the servant in that saying, the poet-subject in Sanâ’i’s

46. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 393-94. Persian text:
ﻋﺸﻖ ﺑﺮ ﻣﻦ ﭘﺎدﺷﺎ ﺷﺪ ﭘﺎدﺷﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻣﻦ ﻫﻤﺎن ﻣﺬﻫﺐ ﮔﺮﻓﺘﻢ ﭘﺎرﺳﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
آﺳﻤﺎﻧﯽ ﮐﺮده ﺑﺎﺷﻢ آﺳﯿﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺑﺮگ ﺑﯽﺑﺮﮔﯽ ﻧﺪارم ﺑﯽﻧﻮاﯾﯽ ﭼﻮن ﮐﻨﻢ
او ﺧﺪای ﻣﻦ ﺑﺮ او ﻣﻦ ﮐﺪﺧﺪاﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺧﺎک و ﺑﺎد و آب و آﺗﺶ را ﮔﺪاﯾﯽ ﭼﻮن ﮐﻨﻢ
از ﮐﻬﯽ ﮔﺮ ﮐﻤﺘﺮ آﯾﻢ ﮐﻬﺮﺑﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺑﺎ ﮔﻬﺮ در ﻗﻌﺮ درﯾﺎ آﺷﻨﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻣﻦ ﮐﻪ در دل ﻋﺸﻖ دارم ﺑﯽوﻓﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
دﺳﺖ ﺗﺎ از دل ﻧﺸﻮﯾﻢ ﺑﺎدﭘﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﭘﯿﺶ روحِ ﭘﺎک دﻋﻮی روﺷﻨﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
زاﻫﺪان را ﺟﺰ ﺑﺪاﻧﺠﺎ رﻫﻨﻤﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺑﺎ ﺳﯿﻪروﯾﺎنِ دﯾﻦ زﻫﺪِ رﯾﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺟﺰ ﺑﻪ ﺳﻌﯽ ﺑﺎده ﺧﻮد را ﺑﯽﺳﻨﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻣﻦ ﺑﺮآﻧﻢ ﺗﺎ ﺳﻨﺎﯾﯽ را ﺳﻤﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻣﻦ ز ﺑﻬﺮ ﺑﺮﮔﺸﺎن اﯾﻦ ﺑﯿﻨﻮاﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻋﺎﺟﺰم ﺗﺎ از ﺟﺪاﯾﯽ ﺧﻮد ﺟﺪاﯾﯽ ﭼﻮن ﮐﻨﻢ
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ﻗﺒﻠﻪ ﭼﻮن ﻣﯿﺨﺎﻧﻪ ﮐﺮدم ﭘﺎرﺳﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﮐﻌﺒﻪ ﯾﺎرم ﺧﺮاﺑﺎﺗﺴﺖ و اﺣﺮاﻣﺶ ﻗﻤﺎر
ﻣﻦ ﭼﻮ ﮔﺮد ﺑﺎده ﮔﺸﺘﻢ ﮐﻢ ﮔﺮاﯾﻢ ﮔﺮد ﺑﺎد
ﻋﺸﻖ ﺗﻮ ﺑﺎ ﻣﻔﻠﺴﺎن ﺳﺎزد ﭼﻮ ﻣﻦ در راه او
او ﻣﺮا ﻗﻼش ﺧﻮاﻫﺪ ﻣﻦ ﻫﻤﺎن ﺧﻮاﻫﻢ ﮐﻪ او
ﮐﺪﯾﻪٔ ﺟﺎن و ﺧﺮد ﻫﺮﮔﺰ ﻧﮑﺮده ﺑﺮ درش
ﻣﻦ ﭼﻨﺎن ﺧﻮاﻫﻢ ﮐﻪ او ﺧﻮاﻫﺪ ﭼﻮ در ﺧﺮﻣﻦﮔﻬﺶ
ﺑﺮ ﺳﺮ درﯾﺎ ﭼﻮ از ﮐﺎﻫﯽ ﮐﻤﻢ در آﺷﻨﺎ
او ﮐﻪ ﺑﺮ رخ ﺣﺴﻦ دارد ﺟﺰ وﻓﺎﮐﺎرﯾﺶ ﻧﯿﺴﺖ
ﺑﺎدﭘﺎﯾﯽ ﺧﻮاﻫﺪ از ﻣﻦ ﻋﺸﻖ و ﻣﻦ در ﮐﺎر دل
ﺑﺎ ﺧﺮد ﮔﻮﯾﻢ ﮐﻪ از ﻣﯽ ﭼﻮن ﮔﺮﯾﺰی ﮔﻮﯾﺪم
ﺷﺎﻫﺪان ﭼﻮن در ﺧﺮاﺑﺎﺗﻨﺪ ﻣﻦ زان آﮔﻬﻢ
ﺑﺎ ﻧﮑﻮروﯾﺎنِ ﮔﺒﺮان ﺑﻮده در ﻣﯿﺨﺎﻧﻪ ﻣﺴﺖ
ﭼﻮن ﻣﺮا او ﺑﯽ ﺳﻨﺎﯾﯽ دوﺳﺘﺮ دارد ﻫﻤﯽ
او ﺑﺮ آن ﺗﺎ ﻣﺮ ﺳﻨﺎﯾﯽ را ﺑﻪ ﺧﺎک اﻧﺪر ﮐﺸﺪ
ﻃﺒﻊ ﻣﻦ زو ﻃﺒﻊ دارد ﭘﺲ ﻣﺮا ﮔﻮﯾﺪ ﻣﺨﻮاه
از ﻫﻤﻪ ﻋﺎﻟﻢ ﺟﺪا ﮔﺸﺘﻦ ﺗﻮاﻧﺴﺘﻢ وﻟﯿﮏ

poem no longer maintains control of himself. However, in this poem, the focus is not so
much on control of the physical body (e.g., ears, eyes, hand, foot), but rather on control of
Sanâ’i’s will. Sanâ’i only “desire[s] what It [Love] desire[s]” (7)—a necessity for the self-annihilated Sufi as Love itself sharply reminds Sanâ’i near the end of the poem (“Don’t desire!”
16). Ultimately, the self and its will (a psychological force) are inseparable, and any trace of
the latter will be an insurmountable obstacle on the path to fanâ. Until you surrender your
subjective sovereignty, you will not be a self-annihilated subject of King Love, as ‘Erâqi says
in another qalandari poem:
If you want to attain such success [i.e., the drunken self-dissolution obtained only
through the cupbearer in the rogue’s winehouse],
you must strive to abandon your own aims and desires.
[For] when you have forsaken your own will,
all you desire will be in your embrace.47
Sanâ’i’s poem revolves around his internal battle with and implied renunciation of an
entire army of earthly psychosocial forces (e.g., personal desires, normative frameworks of
religion and society, wisdom, material attachments) which sought to move his illusionary self
to act in ways contrary to the will of King Love. They are symbols, but they are also embodiments of the very real constituent forces of the divided self that exert considerable psychosocial force on individuals in real life. A Sufi on the path of self-annihilation must, as Sanâ’i
makes clear, reject all of these—a point that he drives home to the audience by highlighting
the stark distinctions between the pre- and post-self-annihilated Sanâ’is. Structurally, the
radif plays the critical role. It repeatedly foregrounds their antithetical natures by juxtaposing
the “I” of the old, pre-self-annihilated Sanâ’i and his various actions and beliefs with the new
self-annihilated Sanâ’i who incredulously questions at the end of most lines “how can I do x,
y, z” (chun konam) (there are a few variations on this basic pattern, but the general point still
obtains). The interrogative radif, chun konam?, is understood to be counterfactual—ridicu-

47. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 84-85. Persian text:
در ﺗﺮک ﻣﺮاد ﺧﻮﯾﺸﺘﻦ ﮐﻮش
ﮔﯿﺮی ﻫﻤﻪ آرزو در آﻏﻮش

147

ﺧﻮاﻫﯽ ﮐﻪ ﺑﯿﺎﺑﯽ اﯾﻦ ﭼﻨﯿﻦ ﮐﺎم
ﭼﻮن ﺗﺮک ﻣﺮاد ﺧﻮﯾﺶ ﮐﺮدی

lous even—and would elicit a negative reaction from both Sanâ’i’s new, self-annihilated self
and the audience. Although Sanâ’i poses them as rhetorical questions, his position is clear:
one would be a fool to advocate/engage in the beliefs and practices he is questioning. And
what Sufi aspirant would dare disagree with a self-annihilated poet-saint (i.e., Sanâ’i’s poetic
persona in this poem)?
This expectation—one might even say solicitation—of audience assent points to a
second role for the radif. It functions not just to illustrate the mutually exclusive nature of the
pre- and post-self-annihilated worldviews, but also to prompt audience members to reflect on
them in a type of poetically mediated self-examination since Sanâ’i’s refrain of “how can I do
x, y, z” naturally impels audience members to then ask themselves, “How can I, the audience
member, still do x, y, and z if Sanâ’i does not?” This self-examination, however, should not
be misinterpreted as a passive or force-neutral process. As Foucault famously insisted, selfexamination is a particularly potent “technology of the self” that aims at self-transformation.48 It is a tool of self-governance that interrogates the individual’s psyche, seeking to control and modify “thoughts [and] conduct,” and in this role it is a bearer of what proponents of
force dynamics would call “psychosocial force.” Sanâ’i’s modeling of a Sufi self-examination here should be understood in this sense. With the considerable weight of the poet-saint’s
name bearing down on any dissenter from the implied correct responses, the poem pressures
the audience to assent to the logic of Sanâ’i’s annihilated self performed throughout the
poem. Its aim ultimately is not just rhetorical embellishment. It is perlocutionary: the poem
aims to catalyze the surrender of the audience members to King Love by prompting them in
the process of self-examination to act upon the psychosocial forces they discover dividing
their self and inhibiting the ascendancy of his sovereignty over them.
The Intoxicated and Love-Sick Self:
Wine and the Beloved in the Winehouse of Self-Dissolution
Sanâ’i in lines 11-14 of the preceding poem takes up the now familiar anacreontic im-

48. “Technologies of the self,” such as self-examination, “permit individuals to effect by their own means or
with the help of others a certain number of operations on their own bodies and souls, thoughts, conduct, and
way of being, so as to transform themselves in order to attain a certain state of happiness, purity, wisdom,
perfection, or immortality.” See: Foucault, Technologies of the Self, 18.
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age complex, informing the audience that he has been “drunk with the Magian beauties in the
winehouse,” and concludes by asking “how can I rid myself of Sanâ’i except through wine?”
Wine in the imaginal world of Sufi poetry is, as Sanâ’i intimates, one of the surest cures for
the illusionary notion of self that afflicts humanity. Dispensed exclusively by the belovedcum-cupbearer in his chain of carnivalesque winehouse clinics, its ways of neutralizing the
Sufi’s self and its various pathological internal divisions are legion, as we saw in preceding
poems by ‘Attâr and ‘Erâqi.49 There is one other remedy that can rival wine’s potency and it
is hinted at in these lines too: beauty and the love it evokes in the Sufi. The ubiquity of the
coǌunction of wine and love in Sufi poetry is so obvious as scarcely to merit mentioning, and
they are not infrequently even directly fused into one image (e.g., “goblet of love,” “wine of
love”), as in ‘Attâr’s poem above and ‘Erâqi’s immediately below.
1

‘Erâqi again has broken his vow of repentance;
from love’s goblet he has become drunk and mad with love.

2

He has been distracted by the idols’ locks
and continually intoxicated by the eyes of the fair ones.

3

How fine is the depravity in the winehouse,
snatching the tresses of the beloved and falling unconscious!

4

It is not strange at all if from love of fair ones
a mad one broke his chains.

5

He circled around the locks of the moon-faced ones,
like a fish suddenly he got caught in a net.

6

In old age he threw his heart and religion to the wind,
and was freed from the shackles of the world.

7

He rejected both worlds like a qalandar
and sat in the house of idols.

8

The lips of the cupbearer called him to drink some wine,
and ‘Erâqi broke a vow of repentance that had endured for thirty years.50

49. For justification and theoretical reasoning behind use of masculine gender for God and the cupbearer in the
context of medieval Persian poetry, see chapter four.
50. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 245. Persian text:
ز ﺟﺎم ﻋﺸﻖ ﺷﺪ ﺷﯿﺪا و ﺳﺮﻣﺴﺖ
ﻋﺮاﻗﯽ ﺑﺎر دﯾﮕﺮ ﺗﻮﺑﻪ ﺑﺸﮑﺴﺖ
ﺧﺮابِ ﭼﺸﻢِ ﺧﻮﺑﺎﻧﺴﺖ ﭘﯿﻮﺳﺖ
ﭘﺮﯾﺸﺎنِ ﺳﺮِ زﻟﻒِ ﺑﺘﺎن ﺷﺪ
ﮔﺮﻓﺘﻪ زﻟﻒ ﯾﺎر و رﻓﺘﻪ از دﺳﺖ
ﭼﻪ ﺧﻮش ﺑﺎﺷﺪ ﺧﺮاﺑﯽ در ﺧﺮاﺑﺎت
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The poem opens with ‘Erâqi becoming “drunk and mad” in the Beloved’s winehouse
from “love’s goblet” and breaking “his vow of repentance” (an image that is deeply connected to self-dissolution, as we will see below). Wine is not explicitly mentioned in the first line,
but it is implied and does appear in the last line of the poem, which returns the reader to the
opening image connecting the consumption of wine and the breaking of ‘Erâqi’s thirty-year
vow of repentance. The strategic placement of this image complex in the initial and final lines
of the poem underlines its importance and gives the poem a strong sense of poetic unity.51 In
terms of structure, it is also noteworthy that the midpoint of the poem “approach[es] the locks
of the moon-faced ones” (5) (“approach[ing]” is an alternative translation for the Persian begard-e...gasht). Showcasing at the center of the poem the beautiful beloveds who have intoxicated ‘Erâqi in lines 2-4, he brings to the fore the third part of the holy trinity of wine/drunkenness, beauty/love-sickness, and self-dissolution by having the poem “circl[e]” (lit. “staying
around”) (begard) them. Variations on these three general themes appear together throughout
Sufi poetry and there has been no shortage of scholarly discussions about what they symbolically “mean.” However, what is often lost in these discussions is a full appreciation of how
the different permutations of these symbols work together through their shared metaphoric
foundations to augment the power of this poem’s imaginal world.
In the poem above, this imaginal collaboration begins in the opening line with the image of “love’s goblet” making ‘Erâqi “drunk and mad with love (shaydâ).” This image directly fuses the emotion of love and the intoxicating substance of wine through both the possessive construction of “love’s goblet” and the assertion that this drink has led to both
drunkenness and love-sickness. The interrelation of these two forms of mind/body-altering
states is then reinforced in the second line with the shift to a beauty-induced intoxication at
the hands of the “fair ones” and again in the concluding line where the perennial pinnacle of
ﮐﻪ ﮔﺮ دﯾﻮاﻧﻪای زﻧﺠﯿﺮ ﺑُﮕْﺴَﺴﺖ
ز ﺳﻮدای ﭘﺮیروﯾﺎن ﻋﺠﺐ ﻧﯿﺴﺖ
 ﻧﺎﮔﻬﯽ اﻓﺘﺎد در ﺷﺴﺖ،ﭼﻮ ﻣﺎﻫﯽ
ﺑﮕﺮدِ زﻟﻒِ ﻣﻪروﯾﺎن ﻫﻤﯽ ﮔﺸﺖ
ﺷﺪ از ﺑﻨﺪ ﺟﻬﺎن آزاد و وارﺳﺖ
ﺑﻪ ﭘﯿﺮان ﺳﺮ دل و دﯾﻦ داد ﺑﺮ ﺑﺎد
ﻗﻠﻨﺪروار در ﻣﯿﺨﺎﻧﻪ ﺑِﻨْﺸَﺴﺖ
ﺑﺮ اﻓﺸﺎﻧﺪ آﺳﺘﯿﻦ ﺑﺮ ﻫﺮدو ﻋﺎﻟﻢ
ﻋﺮاﻗﯽ ﺗﻮﺑﻪٔ ﺳﯽﺳﺎﻟﻪ ﺑِﺸْﮑَﺴﺖ
ﻟﺐِ ﺳﺎﻗﯽ ﺻﻼی ﺑﺎده در داد
51. The poet’s “return” in the final line to the same image, theme, and even sometimes wording of the first line
is a not uncommon feature of the poetry of this period. See: Lewis, “Reading, Writing and Recitation,”
441-43; Matthew Thomas Miller, “‘The Ocean of the Persian’.”
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beauty, the cupbearer, “call[s] [‘Erâqi] to drink some wine.” The linguistic landscape of Persian facilitates this blending too. The semantic overlap in terms for falling/being in love and
becoming drunk is as significant in Persian as in English. In this poem, for example, ‘Erâqi
specifically speaks of being “intoxicated by the eyes of the fair ones” (kharâb-e cheshm-e...).
The word kharâb—drunk, intoxicated, broken, wasted—is very similar to the English
“drunk” in the sense that it is more typically used for alcohol-induced intoxication, but it can
be used in amorous contexts as well.
The association between the emotion of love and various forms of intoxicants is not,
however, an arbitrary linguistic convention common to English and Persian; nor is it simply a
creative Sufi adaptation and sublimation of courtly anacreontic imagery. It is motivated, cognitive linguists would argue, by the fact that the metaphoric frameworks of both love and intoxicants share key characteristics. They are both portrayed as external elements that (1) enter, (2) overtake, and (3) induce involuntary changes in the bodies of their hosts. They are, in
other words, conceptualized as forces external to the individual that produce altered bodily
states like “drunkenness,” “love-sickness,” “insanity,” or “bewilderment,” in which the individual loses control of his body and is made to act in accordance with the “will” of the intoxicant or love. Cognitive linguists call this basic patterning a COMPULSION FORCE image
schema, and the fact that both love and wine share this foundational schema naturally leads
them to also share a range of other similar conceptual or primary metaphors (e.g., CAUSES
ARE PHYSICAL FORCES, PRESSURIZED CONTAINER, EVENT STRUCTURE).52
These similarities, of course, do not mean that all metaphoric realizations of amorous or intoxicant themes will be compatible. It does mean, though, that their metaphoric foundations
are structured in similar ways and so they can more easily interoperate and combine together
to form rich poetic tapestries of mutually reinforcing imagery.53

52. For an overview of primary or conceptual metaphors, see: Lakoff and Johnson, Philosophy in the Flesh,
45-59.
53. Work on the metaphoric framework of emotions has been done most prominently by Zoltán Kövecses who
draws on Leonard Talmy’ notion of the “force dynamics” language, amongst others. Kövecses argues that
emotions in a large number of world languages are structured on the EMOTIONS ARE FORCES “master”
or “superordinate metaphor.” See: Kövecses, Metaphor and Emotion; Kövecses, “Metaphor and Emotion.”
He argues that the “skeletal schema” of emotion is “Cause -> Emotion -> Response,” which is the simple
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The point that interests me here is how the force inherent in the metaphoric foundations of the opening image of “love’s (wine) goblet” transfers and re-appears rhizomatically
throughout the imagery of this poem. The first transfer occurs with the implied ingestion of
the emotive intoxicant. It immediately engenders a transformation in the state of ‘Erâqi’s
body, causing him to become “drunk and mad with love.” Individuals do not move from one
state to another without the exertion of some force. One does not become “drunk” or “fall in
love” unless the intoxicant (alcohol) or an attractive person acts on his or her internal psychosomatic equilibrium, causing him or her to move to a new state. The poet gestures to the latter type of intoxicant in the second, third, and fifth lines, specifically fingering the “idols” and
“fair/moon-faced ones” of the winehouse and the “tresses of the beloved” for rendering him
“unconscious” and “distract[ing],” “intoxicat[ing],” and, ultimately, entrapping him like a
fish. The capture of ‘Erâqi “like a fish suddenly...caught in a net” at the center of the poem is
the symbolic realization of love/intoxication’s ultimate victory over ‘Erâqi’s self and self
will. The same force that entered and supplanted ‘Erâqi’s self-control through intoxication in
line one here manifests in a different form, exerting such a powerful attractive force on him
and other “crazed” lovers that they “br[eak] [their] chains” and fall into love’s trap where
love will eliminate any vestigial illusion of self will. The image of the fish caught “suddenly”
(the rapidity adding intensity) in the net is apropos. The net engulfs the body of the catch and
restrains it from realizing its instinctual flight response. The self-fish may thrash against the
net, but it will eventually be “drowned” and seized by the fisherman for his purposes, like
God’s loving commandeering of the saint’s body in fanâ.
Self-annihilation is not the end point. Dispatching the sober, rational self is only the
first step. Fanâ is only realized when, in the place of this worldly self, love has fashioned a

rendering of what he argues is the full cognitive model for emotion metaphors:
Cause->Emotion->Control->Loss of Control->Behavioral Response. See: Kövecses, Metaphor and
Emotion, 51-86. It is also important to point out the difference between metaphors of emotion and
relationship. Although the latter involves emotions (especially in the case of love), they are not essentially
about emotions and they typically have a different metaphoric structure (typically, COMPLEX SYSTEMS
or INTERACTIVE RELATIONSHIPS metaphors). See: Kövecses, Metaphor and Emotion, 87-113. Not
surprisingly, rational mental activity is structured on an antonymic master metaphor MENTALITY
ACTIVITY IS MANIPULATION. That is, when we are engaged in mental activity, we are in control and
exerting our own force on something else, manipulating it. See: Kövecses, Metaphor and Emotion, 196-97.
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“mad,” intoxicated self that can no longer be bound by the normative modes of piety (“religion”) and social strictures of the world. As ‘Erâqi says in another poem,
The winehouse rascal cannot be contained in the Sufi lodge—
how could the corner of a little nest contain the phoenix?54
The image he uses in these lines—a PRESSURIZED CONTAINER metaphor—is reproduced in a slightly different form in the poem above. Instead of bursting out of the Sufi
lodge, ‘Erâqi here breaks his “[earthly] chains,” “shackles of the world,” and repentance and
throws “his heart and religion to the wind” (1, 4, 6-8). There is a tangible force here, and an
urgency to this imagery. He is impelled to do these things. He is a crazed lover who has been
so overpowered by love and its handmaidens, wine and beauty, that he no longer has any
control of himself. Even the sacrosanct normative frameworks of the world—represented in
the chains, shackles, and, especially, “religion” and repentance—cannot arrest the overflowing force driving him to be “free[]...like a qalandar” (6-7). These symbols are bearers of an
extraordinary degree of psychosocial power and so destroying them—especially after they
controlled ‘Erâqi for thirty years, as he says here—is a way of registering the extraordinary
power of the intoxicating forces of love.
The destruction of repentance, in particular, plays a prominent role in the poem. The
centrality of the “breaking repentance” motif is partially attributable to the fact that “repentance” (towbeh) is the central imperative of the religious-homiletic poetry (zohdiyâtmow’ezeh) that the qalandariyât generically counter, as I discussed in chapter two. But there
is something else happening here too. Repentance functions in qalandari poetry as a symbol
for the daily assent to the internalized framework of normative socio-religious rules that
guide the behavior of the religious self. To repent means to reaffirm the divided self and subjugate the self to another form of psychosocial sovereignty—not the sovereignty of King
Love, but rather the lordship of the shari’ah (Islamic law), religion (din), ascetic piety (zohd),
etc. While in daily life these Sufis like Sanâ’i, ‘Attâr, and ‘Erâqi would not advocate openly

54. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 246-47. Persian text:
ﻋﻨﻘﺎ ﭼﮕﻮﻧﻪ ﮔﻨﺠﺪ در ﮐﻨﺞ آﺷﯿﺎﻧﻪ
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در ﺻﻮﻣﻌﻪ ﻧﮕﻨﺠﺪ رﻧﺪ ﺷﺮاﺑﺨﺎﻧﻪ

renouncing these normative frameworks, at the highest spiritual levels they too must be dispensed with because they affirm a separate self that is subject to their regulations. (This antinomian logic also motivates Rumi’s assertion above that even worship and servanthood vis-àvis God is problematic because they presuppose two existences).55
The motif of “breaking repentance” does mock the religious-homiletic call to repentance, but it is also a metaphoric performance of the destruction of the religious self and its
associated psychosocial forces (e.g., religion, piety, asceticism). It is only after the thirty-year
reign of the religious self’s normative framework is broken that love’s intoxicating wine and
beauty can exert its self-annihilating force, overwhelming the poet, driving him to altered
states, pulling him, inducing behaviors in him, etc. This poem models this process, not just
through descriptive explanations or a symbolic code, but also in the force dynamics of its
metaphoric imagery.
The Disrupted/Disrupting Self:
Uproar and Transgression in the Wider World
The Persian word used in the preceding poem for “intoxicated,” kharâb, means both
“drunk” and “broken/ruined.” It is also etymologically and metaphorically linked to the word
used frequently for the qalandar’s hangout, the kharâbât, meaning both “ruins” and, in Sufi
poetry, “dilapidated winehouse.” The direct connection between these central qalandari terms
and the concept of “destruction” is emblematic of the fact that qalandari poetry is deeply invested in a poetics of destruction and disruption. In this sense, Sohrawardi’s famous denunciation of the historical qalandars is applicable to poetic qalandars as well: they aim to destroy
normative customs (takhrib al-‘âdât).56 Their destruction is not senseless, however. It has a
higher purpose and proceeds from a higher source. The dissolution of the self, as we saw in
the preceding poem, does not lead to quiescence; rather, its absence is filled by the intoxicating force of love which compels the self-annihilated individual to engage in a wide range of

55. “Religious subjectivity” is not inherently worse than other forms of subjectivity, but, as the malamâtis
(blame-seeking) Sufis understood, it is particularly dangerous for Sufi aspirants because it can give the
illusion of spiritual advancement while actually functioning as its greatest obstacle. The self—in all
forms—must be destroyed; not made into a new form.
56. See Karamustafa’s discussion of Abu Hafs ‘Omar Sohrawardi’s famous characterization of them in:
Karamustafa, God’s Unruly Friends, 34-36.
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destructive and disruptive behaviors. It is this palpable compulsion in qalandari poetry to destroy, upend, and transgress all norms and values that has piqued the interests of many readers, and we have already seen many such examples.
There is one sub-genre of qalandari poetry, though, that employs these motifs in a
highly concentrated manner: the “city-disturber” (shahr-âshub) qalandari poems. As I suggested in chapter one, likely some of the earliest instantiations of this type of poetry can be
found among the qalandariyât of Sanâ’i, ‘Attâr, and ‘Erâqi (although more work on the
connections between these early proto-“city disturber” poems and the classical shahr-âshub/
shahr-angiz poetry of the later Persian and Ottoman traditions is still needed).57 The name
that later Persian, Urdu, and Turkish litterateurs gave this type of poem is apropos, as we see
in the first example from ‘Erâqi:
1

All of the sudden my idol came raving drunk to the market!
A clamor arose in the bazaar!

2

Many hearts happily went down to the quarter of melancholic longing for him.
Many souls were overcome with despair from love of his face.

3

His love passed once through the monastery and idol temple—
a believer went forward without his heart, a magian without his cincture.

4

In the quarter of the winehouse, his beauty cast a glance—
a tumultuous roar poured out the door of the vintner’s house.

5

In moments of prayer, his face lit up the imagination—
cries and wails rose from the pious ones.

6

A drunk got a gulp from the goblet of his lips—
he came drunk and strutting to the gallows (ref. Mansur al-Hallâj).

7

The flame of his candle-like face fell on a burnt one—
from the burning of his heart, flames of light rose up.

8

The breeze of his threshold passed over the fire—
from this raging fire a rose without thorns grew up.

57. For more on the later development of this genre, see: Golchin-Ma’âni, Shahr-âshub dar she’r-e Fârsi;
Bernardini, “The Masnavi-Shahrashubs as Town Panegyrics”; Sharma, “Generic Innovation in Sayfi
Bukhârâi’s Shahrâshub Ghazals”; de Bruĳn, “Shahrangīz 1. In Persian.”
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9

One night, suddenly he threw off the veil from his face—
a hundred suns rose in every direction in that dark night.

10

The morning breeze told a story from the dust at his threshold—
a hundred forlorn wailings rose from the heart of the love-sick one.

11

When, o when, will his lips come down to grant the soul a kiss?
From all of these ‘perhaps’ and ‘maybes’ the soul of the desiring buyers has died!58
To say that ‘Erâqi’s poem here focuses on the myriad disturbances and “clamor” in-

cited by the appearance of his “raving drunk” idol in the city would be to state the obvious.
This is after all the raison d’être of shahr-âshub poetry. However, the poem does not open
with the city in an uproar. A state of peace and order is presupposed and hinted at in the beginning of the poem: a time when people proceeded along their legally, socially, and religiously ordained paths, a time when rationality, religious law (shari’a), and the established
rules of social comportment (adab) governed people’s minds, hearts, and public behavior, a
time when antinomian elements were under control and safely relegated to domains outside
the centers of urban life. The implied imaginal world here at the outset of the poem is in a
state of inertia—not in the sense of lack of movement, but in the sense that everything in this
pre-shahr-âshub city is proceeding along its preordained path. The city is the social equiva58. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 151-52. Persian text:
ﺷﻮر از ﺳﺮِ ﺑﺎزار ﺑﻪ ﯾﮑﺒﺎر ﺑﺮآﻣﺪ
ﻧﺎﮔﻪ ﺑﺖِ ﻣﻦ ﻣﺴﺖ ﺑﻪ ﺑﺎزار ﺑﺮآﻣﺪ
ﺑﺲ ﺟﺎن ﮐﻪ ز ﻋﺸﻖِ رخ او زار ﺑﺮآﻣﺪ
ﺑﺲ دل ﮐﻪ ﺑﻪ ﮐﻮیِ ﻏﻢِ او ﺷﺎد ﻓﺮوﺷﺪ
ﻣﺆﻣﻦ ز دل و ﮔﺒﺮ ز زﻧﺎر ﺑﺮآﻣﺪ
در ﺻﻮﻣﻌﻪ و ﺑﺘﮑﺪه ﻋﺸﻘﺶ ﮔﺬری ﮐﺮد
ﺷﻮر و ﺷﻐﺒﯽ از درِ ﺧﻤﺎر ﺑﺮآﻣﺪ
در ﮐﻮیِ ﺧﺮاﺑﺎت ﺟﻤﺎﻟﺶ ﻧﻈﺮ اﻓﮕﻨﺪ
ﻓﺮﯾﺎد و ﻓﻐﺎن از دلِ اﺑﺮار ﺑﺮآﻣﺪ
در وﻗﺖِ ﻣﻨﺎﺟﺎت ﺧﯿﺎلِ رﺧﺶ اﻓﺮوﺧﺖ
ﺳﺮﻣﺴﺖ و ﺧﺮاﻣﺎن ﺑﻪ ﺳﺮِ دار ﺑﺮآﻣﺪ
ﯾﮏ ﺟﺮﻋﻪ ز ﺟﺎمِ ﻟﺐِ او ﻣﯽزدهای ﯾﺎﻓﺖ
از ﺳﻮزِ دﻟﺶ ﺷﻌﻠﻪٔ اﻧﻮار ﺑﺮآﻣﺪ
در ﺳﻮﺧﺘﻪای آﺗﺶِ ﺷﻤﻊِ رﺧﺶ اﻓﺘﺎد
از آﺗﺶِ ﺳﻮزان ﮔﻞِ ﺑﯽ ﺧﺎر ﺑﺮآﻣﺪ
ﺑﺎدِ درِ او ﺑﺮ ﺳﺮِ آﺗﺶ ﮔﺬری ﮐﺮد
ﺻﺪ ﻣِﻬﺮ ز ﻫﺮ ﺳﻮ ﺑﻪ ﺷﺐِ ﺗﺎر ﺑﺮآﻣﺪ
ﻧﺎﮔﺎه ز رﺧﺴﺎر ﺷﺒﯽ ﭘﺮده ﺑﺮاﻧﺪاﺧﺖ
ﺻﺪ ﻧﺎﻟﻪٔ زار از دلِ ﺑﯿﻤﺎر ﺑﺮآﻣﺪ
ﺑﺎدِ ﺳﺤﺮ از ﺧﺎکِ درش ﮐﺮد ﺣﮑﺎﯾﺖ
ﮐﺰ ﺑﻮک و ﻣﮕﺮ ﺟﺎنِ ﺧﺮﯾﺪار ﺑﺮآﻣﺪ
ﮐﯽ ﺑﻮک ﻓﺮوﺷﺪ ﻟﺐِ او ﺑﻮﺳﻪ ﺑﻪ ﺟﺎﻧﯽ
This poem is likely an imitation of the following two poems by Sanâ’i and ‘Attâr:
آه از دلِ ﻋﺸﺎق ﺑﻪ ﯾﮑﺒﺎر ﺑﺮ آﻣﺪ
One day my idol came raving drunk to the market!
Sighs rose from the hearts of the lovers!

روزی ﺑﺖِ ﻣﻦ ﻣﺴﺖ ﺑﻪ ﺑﺎزار ﺑﺮآﻣﺪ

Source: Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 141.
ﻓﺮﯾﺎد ز ﮐﻔﺎر ﺑﻪ ﯾﮑﺒﺎر ﺑﺮآﻣﺪ
Your love came all the way from Turkistan and Bulgaria!
Screams rose up from the infidels!
Source: ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 224.
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ﻋﺸﻖِ ﺗﻮ ز ﺳﻘﺴﯿﻦ و ز ﺑﻠﻐﺎر ﺑﺮآﻣﺪ

lent of the pre-annihilated self. Like a series of ants or lemmings following the trails laid out
for them, its denizens go through the motions of normative Islamic urban life. Then, in an instant—“suddenly,” as the poem above says—the entrance of the beloved upends this psychosocial equilibrium: “my idol came raving drunk to the market! / A clamor arose in the
bazaar!” (1). Much of the power of city-disturber poetry emanates from this transformative
moment of rupture when the roguish beloved collides with normativity and destroys or, at the
very least, shakes its foundations.
The figure of the rogue beloved is the antagonistic element in this event and is often
portrayed, as in the poem above, as an external force that invades the normative confines of
the city and overtakes it, instantly revealing the illusionary nature of its normative powers of
control.59 (Note too how the intoxicating forces of beauty and wine are united again here in
the figure of the “raving drunk” idol). The force dynamics of this imaginal scene tell us a story that we are familiar with. The normative city and its various constituent components (e.g.,
bazaar, denizens) are the agonist, and they are acted upon by the superior force of the rogue
figure which involuntarily produces actions and evokes emotive responses (causing other inor semi-voluntary actions) in everyone with whom he comes into contact. The “clamor,”
“longing,” “tumultuous roar,” “cries,” and “wails” in the poem are all examples of extreme
emotive responses that are not typically understood to emerge voluntarily in a vacuum. One
is forced, or at least pushed, to display such responses by a transformation of one’s inner
emotional state. They presuppose an external force acting upon one, dispatching one’s normal rational self, and driving one to engage in these reactive behaviors, such as leaving behind one’s “heart” and symbol of one’s religious identity (3), and gladly “strutting to the gallows” à la Hallâj (6).
This point is highlighted especially in the imagery of this poem as its versatile poetic
refrain bar âmad—“came,” “arose,” “became,” “overcame,” and similar such verbs—repeat-

59. Alternatively, in some other city-disturber poems the antagonistic element—roguish beloved, wine, or
love—bursts out of the winehouse and into the city proper. This alternative scenario is a related version of
the same idea: the antagonistic element is penned into the carnivalesque winehouse space through the force
of normative strictures.
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edly portrays the forced actions caused directly and indirectly by the appearance of the shahrâshub figure. All of this poem’s lines are structured on the following pattern: the arrival or
appearance of the beloved or other embodiment of his force engenders a movement, behavior, or emotive response in members of the city’s population. In most verses, this cause and
effect pattern maps nicely onto the first and second hemistich respectively. (The exception to
this generalization is only line 2, in which both hemistichs contain separate cause and effect
actions). The fact that each line ends with forced action, presented through construals of the
intransitive compound verb bar âmad, not only emphasizes the finality and inescapability of
the power of the roguish beloved, but it also underlines the normative city and its denizens’
diminishing sense of agency. Most verses, in fact, eliminate entirely the city-subject in the
second hemistich. After the arrival of the beloved in the first hemistich, the subject of the second becomes a generic expression of the beloved’s force acting through the city or city-subjects (e.g., “clamor,” “tumultuous roar,” “cries and wails,” “flames,” “a hundred suns”).
However, even lines that show the city-subjects engaged in some action in the second
hemistich do not portray the actions as initiated by them (2-3, 6, 11); instead, they are reactions that proceeded or arose from (bar âmad) the beloved’s impact on the them and are focused squarely on their loss of self-control and, ultimately, self (e.g., being “overcome by despair,” abandoning heart and religious identity, “strutting to the gallows,” dying).
The structure of the poem models the progression towards self-annihilation as well.
The first half of the poem (1-5) focuses on the exertion of the rogue beloved’s force and the
behavioral/emotive reactions it produces in city spaces and its populace. Beginning with line
6, however, the poem segues to an extended treatment of self-annihilation: the true aim of the
beloved. The image of a city dweller “drunk” from a “gulp from the goblet of his lips” “strutting to the gallows” (another clear allusion to Hallâj) leads the audience to a three-line section
that features two classic figurations of self-annihilation: the incineration of a lover in the
flames of the beloved (7-8) and the beloved’s visage as a “hundred suns” whose appearance
instantly destroys the “dark night” of separation (read: illusion of individual subjectivity) (9).
With the goal of the beloved realized, the poem concludes with a two-line cap that re158

flects back on the poem and the poet respectively. Line 10—similar to the image of a poem as
a spiritually “expansionary” (bast) force in ‘Attâr’s earlier rogue anecdote—portrays the
poem (or at least lines 7-9) as a “story” that has evoked “a hundred forlorn wailings from the
heart of a love-sick one” (10). Even the “story”—a verbal force vector—of the rogue beloved
has the power to induce uncontrollable emotive responses in the “love-sick” audience members. This line also parallels line 2 with its focus on the beloved’s quarter and the “forlorn”
(zâr) hearts of its visitors, and the parallelism between the opening and closing of the poem
continues in the final line where its rhetorical questioning of “when, oh when, will his lips
come down to grant the soul a kiss” and image of the dead “desiring buyer” brings to a close
the poem that opened with the poet’s “idol” coming down to the bazaar (i.e., the place where
“buyers” congregate to obtain the objects of their desire). A fitting end: the death of the “buyers” in the bazaar of the world—whether bodily as in the case of Hallâj or in its spiritual form
of self-annihilation—is the ultimate form of disruption or destruction that the shahr-âshub
figure aims to effect.
Although not foregrounded in this city-disturber poem by ‘Erâqi, another one of the
principal ways in which disruption and destruction are performed in qalandari poetry is
through the use of highly transgressive imagery. The shahr-âshub poem of Sanâ’i below is illustrative of this tendency.
1

That Christian cincture-worshipping idol incited an uproar in the city
when he came strutting out of the dilapidated winehouse!

2

He rent the veil of shame with a goblet in hand,
he sipped wine as he raised the flag of infidelity.

3

He has gone beyond the door of non-existence and self-existence—
non-existence is the yield for one who goes beyond existence.

4

He is like an idol—that rogue-hearted adherent of the Christian monk’s way—
who only wounds the hearts of the lovers with his sword.

5

At that moment when the spy of the beauty of his visage
jumped out from behind the veil of thought and desire (havâ),

6

you did not see a single pious saint who looked upon him
and did not that very moment strap the forty-knotted Christian cincture around his
waist.
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7

Sometimes in the dust of the winehouse, he gave life to an earthly mortal
who then became a worshipper of the (winehouse’s) dust.

8

How can we shout, “Here we are! At your service!”60 at the door of the Ka’ba of
spiritual bluster
when we do not find a place to sit in the idols’ temple?!61
The poem opens with a prototypical city-disturber image of the beloved “incit[ing] an

uproar in the city” when he “strut[s]” out of the confines of the dilapidated winehouse. In
contrast to ‘Erâqi’s poem, however, Sanâ’i shifts the focus quickly away from images of disruption and destruction after this opening image. Instead, he spends most of the first four
lines detailing the transgressive nature of the beautiful “idol” through a dizzying mix of nonIslamic imagery. The figure of the city-disturber is portrayed as a “cincture-worshipping,”
“rogue-hearted adherent of the christian monk’s way” who emerges from the “dilapidated
winehouse” not only with a “goblet in hand,” but indeed armed with a “sword” and bearing
the “flag of infidelity (kofr).” The fact that these images are somewhat contradictory (e.g.,
Christian monks would not be considered “infidels”) is not the point. Sanâ’i has marshaled
this array of non-Islamic symbols and transgressive actions to achieve a certain effect. He
wants the reader first to construct an image of the beloved as an extreme embodiment of
peripherality and weakness in the Islamic city. The beloved is lower and more outside of the
circles of power than even the “people of the book.” He bears the combined socio-religious
stigma of a religious minority, rogue, drunk, and even infidel.
However, despite his lowly status, he does not act his station. Not only is he no longer
restrained by “shame” or “modesty” to keep his transgressive behaviors and non-normative
beliefs hidden in peripheral sites like the “dilapidated winehouse”; he is now declaring open

60. The phrase “Here we are [usually: Here I am]” (labbayk) is part of the talbīyah prayer said by Muslim
pilgrims on the hajj.
61. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 89. Persian text:
ﭼﻮن ﺧﺮاﻣﺎن ز ﺧﺮاﺑﺎت ﺑﺮون آﻣﺪ ﻣﺴﺖ
ﺷﻮر در ﺷﻬﺮ ﻓﮕﻨﺪ آن ﺑﺖ زﻧﺎرﭘﺮﺳﺖ
ﺷﺮﺑﺖ ﺧﻤﺮ ﭼﺸﯿﺪه ﻋﻠﻢ ﮐﻔﺮ ﺑﺪﺳﺖ
ﭘﺮدهٔ ﺷﺮم درﯾﺪه ﻗﺪح ﻣﯽ در ﮐﻒ
ﻧﯿﺴﺖ ﺣﺎﺻﻞ ﺷﻮد آﻧﺮا ﮐﻪ ﺑﺮون ﺷﺪ از ﻫﺴﺖ
ﺷﺪه ﺑﯿﺮون ز در ﻧﯿﺴﺘﯽ و از ﻫﺴﺘﯽ ﺧﻮﯾﺶ
ﮐﻪ ﺑﻪ ﺷﻤﺸﯿﺮ ﺟﻔﺎ ﺟﺰ دل ﻋﺸﺎق ﻧﺨﺴﺖ
ﭼﻮن ﺑﺖ اﺳﺖ آن ﺑﺖ ﻗﻼش دل رﻫﺒﺎن ﮐﯿﺶ
از ﭘﺲ ﭘﺮدهٔ ﭘﻨﺪار و ﻫﻮی ﺑﯿﺮون ﺟﺴﺖ
اﻧﺪر آن وﻗﺖ ﮐﻪ ﺟﺎﺳﻮس ﺟﻤﺎل رخ او
ﮐﻪ در آﻧﺴﺎﻋﺖ زﻧﺎر ﭼﻬﻞ ﮔﺮدن ﺑﺴﺖ
ﻫﯿﭻ اﺑﺪال ﻧﺪﯾﺪی ﮐﻪ درو در ﻧﮕﺮﯾﺴﺖ
ﺧﺎﮐﯿﯽ را ﮐﻪ ازﯾﻦ ﺧﺎک ﺷﻮد ﺧﺎک ﭘﺮﺳﺖ
ﮔﺎه در ﺧﺎک ﺧﺮاﺑﺎت ﺑﺠﺎن ﺑﺎز ﻧﻬﺎد
ﮐﻪ ﺑﻪ ﺑﺘﺨﺎﻧﻪ ﻧﯿﺎﺑﯿﻢ ﻫﻤﯽ ﺟﺎی ﻧﺸﺴﺖ
ﺑﺮ در ﮐﻌﺒﻪٔ ﻃﺎﻣﺎت ﭼﻪ ﻟﺒﯿﮏ زﻧﯿﻢ
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rebellion against the established Islamic order as he “rais[es] the flag of infidelity (kofr)”
(1-2). The poem turns in the second hemistich of line 4 to a portrayal of the actions to which
the city-disturber subjects the city’s populace. This midway transition gives the poem a nice
sense of balance with most of the first three and a half lines dedicated to description of the
city-disturber beloved (minus the obligatory opening city uproar image) and then the following three and a half lines dedicated to his effects on the city’s populace. In this second section, the nature of the rebellion he is seeking to bring to fruition becomes clear: he puts to the
sword the “hearts of lovers” and even converts the city’s “pious saint[s]” to his new syncretic, roguish religion through the force of his beauty. So strong is his allure that “you did not
see a single pious saint who looked upon him / and did not that very moment strap the fortyknotted Christian cincture around his waist” (6). (Although not my principal point here, note
that the same force-dynamic framework (FORCE COMPULSION schema, PRESSURIZED
CONTAINER metaphor, etc.) subtends this imagery too: a rogue force that cannot be contained or defended against bursts out and overwhelms the polity, inducing emotive and behavior responses as it moves through the city).
The second section concludes with the city-disturber having returned to the winehouse where he infuses the poor city “mortal[s]” who have fallen in the dust of the winehouse
with “life.” The paradox in this line is rich: true “life” can only be found in the dead dust of
the “dilapidated winehouse”—literally, the place of “ruins,” the place where structures have
been destroyed. Only when you have become a follower of the rogue beloved (i.e., surrendered your self-control) and brought yourself to worship the most abject part of his winehouse (i.e., its “dust”) are you truly ready to be obliterated and given the true life that the
winehouse offers. The nature of the “life” force that the city-disturber is giving to these
“earthly mortal[s]” is not spelled out directly in line 7, but we know from line 3 that the “life”
of the winehouse is the paradoxically “self-existence”-annihilating “life” granted in fanâ. The
self-destroying effect of this “life” is re-enforced in the final line of the poem, as “he” (the
city-disturber beloved/antagonist) and “them” (the city’s populace, saints, etc./agonists) dissolve into a collective “we” who together, as one rogue, city-disturbing mob, rhetorically
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ponder how they could ever “shout, ‘Here we are! At your service!’ at the door of the Ka’ba
of spiritual bluster / when we do not find a place to sit in the idols’ temple?!” The beloved’s
disruption of the city has had its intended effect: he has destroyed the individuated life of the
“earthly mortal[s]” and put in its place the divine inter-subjective “we” that animates the selfannihilated and drives them to destroy and disrupt the psychosocial frameworks that control
and thus reaffirm the illusionary self.
I will conclude with one final point. A constant throughout this poem and the qalandariyât more broadly is their rich deployment of transgressive and carnivalesque symbols and
imagery. In this poem in particular, the beloved is made to embody a little of every marginal
socio-religious group as he triumphantly enters the city bearing the standard of the infidels
and converts the pious saints of the Islamic city to his wine and cincture-worshipping, christian, rogue cult (the almost absurd juxtaposition of so many adjectives should serve as an indication of just how intensely Sanâ’i tries to make this point). Sufi and non-Sufi poets throughout the history of Persian poetry have intuitively understood that there is an undeniable power
to this potent imagery. However, pace Sufi symbolists, the source of its poetic effect cannot
be found in the esoteric glosses provided for each of these images in Sufi lexicons and commentaries. Rather, it lies, I would argue, in the degree to which it inverts the audience’s expectations. The degree of the inversion of expectations is important not just because it shocks
the audience, but also because it communicates something very important about the force dynamics of this imaginal scene.62
It goes against every rational expectation that the very embodiment of socio-political
marginality and weakness (e.g., the infidel flag-waving, christian beloved) could enter the
center of an Islamic city, upend its psychosocial foundations, and drive some of its most central figures (e.g., pious saints) to abandon its normative frameworks. The unacknowledged
component of this scene is the normative force that has constructed this expectation and established the degree to which it is unthinkable not to be so—a binding force holding the fab-

62. de Bruĳn points to the “shocking nature” of the qalandariyât imagery as “enhanc[ing] their effect.” See: de
Bruĳn, “The Qalandariyyāt in Persian Mystical Poetry,” 85.
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ric of Islamic cultural hegemony in place. It is this psychosocial force of normativity—made
tangible in the real world through the disciplinary powers of governmental, religious, and
community/family agents and institutions—that renders beliefs and actions licit or illicit,
thinkable or unthinkable, rational or insane. Literature, of course, is no stranger to the
machinations of power and cultural hegemony. It is deeply imbricated with them and often
reproduces them in complex ways. Qalandari poetry is no exception. As we see in the poem
above, it too employs the symbols of the highest ideals and normative frameworks of the medieval Islamic world, but it does so to demonstrate that they pale in comparison to the self-annihilating force of God embodied in the figure of the roguish beloved. This carnivalesque
move is not entirely unflattering. It affirms the undisputed worldly hegemony of the normative order while harnessing the power associated with that status to achieve a particular poetic
effect. The rogue beloved and his effortless destruction of all norms and sacred laws, in other
words, are not purely abstract or arbitrary symbols; they are textual performances of the truly
extraordinary nature of the self-annihilating force of God and his earthly embodiments. In
these metaphorical enactments of the force dynamics of fanâ the beloved must transgress and
destroy the most sacrosanct norms and symbols because it is only in the unthinkable obliteration of these purportedly unassailable metaphoric embodiments of psychosocial force that
God’s overwhelming power can hope to be portrayed in mere words.
III. Conclusion
Since at least the time of Jonayd, the need for the destruction of the self, or “self-annihilation” (fanâ), has been a central tenant in Sufism. While Sufi commentators and modern
scholars alike have long linked qalandari poetry and fanâ at the conceptual level, the argument that I make here is that this connection goes much deeper: the metaphoric foundations
of qalandari poetics is to a large degree structured upon the force dynamics of self-annihilation. The overwhelming experience of the destruction of the self in mystical union, when God
takes possession of and animates the mystic like an ocean moving a dead body, as Rumi says,
is not just described or explained in qalandari poetry. It is performed in a symphonic series of
forceful imagery predicated on the FORCE COMPULSION schema and related primary/con163

ceptual metaphors. While each metaphoric figuration differs, they dovetail with and re-enforce one another because of their shared force-dynamic patterns. The anacreontic, transgressive, and disruptive imagery of qalandariyât’s carnivalesque poetics is therefore not
incidental or reducible to a symbolist confection. Its focus on intoxication, love-induced madness, and destruction and transgression of normative frameworks of behavior and belief is
motivated by the fact that the myriad permutations of these topoi embody and perform the
metaphoric force dynamics of fanâ in the different yet complimentary ways discussed above.
This level of meaning cannot be captured in a fixed, dictionary definition of poetic
symbols in the manner of lexicons (estelâhât) of the Sufi hermeneutic tradition. These poems
and their imagery do not just represent Sufi thought in versified form. They are also “meaning
events,” in Sells words, that seek to “effec[t] a semantic union that re-creates or imitates the
mystical union”—a much richer understanding of meaning creation that can only be glimpsed
when, as Keshavarz exhorts, we “observe [the poems]...in action.” As meaning events, their
function in the Sufi context goes beyond mere symbolic representation. In their “re-creat[ion]” of the force dynamics of fanâ, they have a perlocutionary objective as well: they aim
to inculcate a radical Sufi (inter-)subjectivity by modeling the force-dynamic postures required of the true Sufi lover vis-à-vis God and the world.63 These poems, in short, mean not
just through symbolic representation but also evocation. They want the reader to experience a
self-transforming poetic event that is, as Sells suggests, “structurally analogous” in some way
to the Sufi experience of self-dissolution, and the force dynamics of their metaphoric imagery
is one of the principal ways they achieve this poetic effect.64

63. Austin O’Malley in his dissertation has pointed to this perlocutionary dimension of ‘Attâr’s works as well.
See: O’Malley, “Poetry and Pedagogy.”
64. Sells, Mystical Languages of Unsaying, 10.
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Chapter 4
Embodying the Qalandari Beloved:
Embodiment, (Homo)eroticism, and the ‘Straightening’
of Desire in the Hagiographic Tradition of ‘Erâqi
I. O Boy! Straightening ‘Erâqi’s Homoerotic Initiation to the Qalandari Way
The conversion of ‘Erâqi to the qalandar’s antinomian mode of Islamic mystical piety
is one of the most emblematic stories of Sufi (homo)eroticism in Persian literature.1 According to the widely cited anonymous biography of ‘Erâqi, one day as young ‘Erâqi was teaching the traditional Islamic sciences, a wild band of qalandars2 rushed into his assembly, disturbing not only the day’s lesson and the orderly piety of its congregants but indeed the very
core of ‘Erâqi’s being.3
Suddenly a group of qalandars arrived and entered the assembly with all their
merry commotion. They began to do samâ’ and sing a ghazal.
We moved our belongings from the mosque to the dilapidated wine
house (kharâbât)
We crossed out the pages of asceticism (zohd) and miracles
We sat in the ranks of lovers in the Magian quarter
We took goblets from the hands of the dilapidated winehouse’s
libertines (rendân-e kharâbât)

1.

2.

3.

I have used “(homo)eroticism” with parentheses at different points in this essay and its title to emphasize
the predominant role homoeroticism played in representations of Sufi love theory while at the same time
indicating what I would term its ultimately “ambierotic” nature. Sufi eroticism can, so to speak, “go both
ways” and it often does. However, in my view, the dominance of homoeroticism in much medieval
Persianate Sufism should be indicated in some way for both historical and theoretical reasons, and so I
resort to this terminological tactic at times to foreground the largely homoerotic nature of Sufi cultural
production.
“Qalandars” are one of several antinomian Islamic groups that existed in medieval Islamic societies. These
“holy fools,” “blame-seeking saints,” “rogue mystics,” or “God’s unruly friends” rejected normative
Islamic piety (or at least made others think they did) in order to reach higher levels of spiritual awareness.
For more on qalandars as a historic and religious phenomena, see: Karamustafa, God’s Unruly Friends;
Karamustafa, Sufism, 155-66; Karamustafa, “Antinomian Sufis.”
For more on the traditional bio/hagiographic accounts of ‘Erâqi, see the following: Ahuja, “Early Years of
Shaykh ‘Iraqi’s Life”; Ahuja, “Iraqi in India”; Ahuja, “Shaykh ‘Iraqi’s Travels & His Stay in Rum”;
Chittick and Wilson, “Introduction”; Chittick, “Fakhr al-Din Ebrahim ‘Erâqi”; Miller, “‘The Ocean of the
Persians’.”
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It is fitting if the heart beats the drum of honor henceforth
For we raised the flag of fortune to the heavens
We passed all asceticism (zohd) and stations (maqâmât),
From asceticism and stations we only drew many goblets of toil and
fatigue
When the qalandars had finished their song and recited their ghazal, ‘Erâqi
was seized by an internal turmoil. Amongst the qalandars he saw a boy [pesar]
who was without peer in beauty and was desirable to the heart of lovers. A
beauty such that if a Chinese painter saw his waving ringlet, he would have
been bewildered. He saw that royal falcon [i.e., the beautiful boy] again, and
the bird of his heart fell in the trap of love and the fire of loving desire burnt
up his rationality. He took off his garments and turban, and gave them to the
qalandars, and recited this ghazal:
How wonderful it would be if you were my sweetheart!
My intimate friend, companion, and beloved (yâr)
The whole world could not contain me in this joyful state
if for but one moment you would be my bosom buddy
After a time had passed, the qalandars left Hamadan and set out towards Esfahan. When they were gone, ‘Erâqi was overtaken with yearning and his state
of being was transformed. He threw away his books [goes on to list many famous books of traditional Islamic learning]...the master of the sciences became a madman...and he set out on the road towards his friends. After he went
two miles on the path, he reached them and recited this ghazal:
O boy! Play the qalandar tune if you are our mate
for I have seen that the end of the lane of piety is far4
The anecdote is structured on the opposition between the antinomian qalandars and
their “way” (râh), on the one hand, and the domain of the madraseh (school) and the normative modes of piety and behavior (adab) associated with this space, on the other. Prior to this
event, the biographer has built up the character of ‘Erâqi as a religious savant who hails from
a high-ranking Hamadanian family and is destined for the highest echelons of the Islamic religious elite. Having mastered all of the rational (ma’qul) and traditional (manqul) sciences of
the classical Islamic curriculum by the age of seventeen, he takes up a teaching position in a

4.

Anonymous, “Moqaddemeh-ye divân,” 49-50. Jâmi’s account is almost identical: Jâmi, Nafahât al-ons (ed.
‘Âbedi), 601-02.
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local madraseh (Islamic school) where all soon become enthralled with him. He now presides
over an important center of power in medieval Islamic society and is poised to ascend its hierarchical ladder. The ‘Erâqi of the beginning of the story, in short, is the embodiment of the
Islamic religious establishment and social normativity.
Enter the qalandars. They invade the madraseh as an external force. They have come,
as the poem they perform says (1-2), from the world of the “dilapidated winehouse”
(kharâbât) in the “Magian quarter,” and the values they embody are the inverse of institutional Islam’s sober piety (zohd) and the “miraculous deeds” (karâmât) of its mainstream Sufi
sheikhs (1, 4).5 The qalandars, however, are not complete aliens in this world. They too were
once practitioners of the normative modes of piety associated with the madraseh and mosque
before they “moved [their] belongings from [it] to the dilapidated winehouse” (line 1). The
reader is given the impression that their return to this world is something of a proselytizing
mission, with their samâ’6 performance functioning as a “hook” for spiritual adepts such as
‘Erâqi who possess the innate spiritual aptitude for the “qalandari way.” Their sudden, boisterous appearance and musical/dance performance throws everything into confusion in the
austere environment of ‘Erâqi’s assembly, including the protagonist himself: “When the qalandars had finished their song and recited their ghazal, ‘Erâqi was seized by an internal turmoil (ezterâbi dar darun-e sheykh mostowli gasht).”
The “internal turmoil” ‘Erâqi first experiences as a shocked spectator of this transgressive spectacle initiates a radical transformation in him that eventually upends “his state of
being.” The language the author uses is clear: ‘Erâqi does not have volition here. A force has
“seized,” “overcome,” “occupied,” or “taken possession of” him and driven him to the madness of tossing away the great books of classical Islamic learning (e.g., Fakhr al-Din al-Râzi’s
Tafsir-e Kabir, Ibn Sinâ’s Eshârât), forsaking his family and high position in the socio-religious hierarchy of Hamadan, and becoming a “crazed/mad” (majnun) itinerant seeking ad-

5.
6.

As mentioned earlier, when discussing poems reproduced within this study, I will parenthetically cite
relevant line numbers.
Samâ’ is a Sufi ritual that involves the meditative performance of music, poetry, and even dance. For more
on samâ’, see: Gribetz, “The Samā’ Controversy”; Lewisohn, “The Sacred Music of Islam”; Avery, A
Psychology of Early Sufi Samā’.
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mission to this group of socio-religious reprobates. In the space of a few paragraphs, ‘Erâqi
completely inverts the normative social and religious values of medieval Islamic society that
he exemplified at the outset. But what is the source of the “internal turmoil” that suddenly impels ‘Erâqi to engage in such incredible actions?
The anonymous introduction and most hagiographies of ‘Erâqi after it are exceedingly
clear on the primary impetus behind ‘Erâqi’s internal transformation.7 It is one member of the
wild crew of qalandars in particular who has caught his eye and unleashed the transformative
fires of love, a young man of incomparable beauty:
Amongst the qalandars he saw a boy (pesar) who was without peer in beauty
and was desirable to the heart of lovers. A beauty such that if a Chinese
painter saw his waving ringlet, he would have been bewildered. He saw that
royal falcon [i.e., the youth] again, and the bird of his heart fell in the trap of
love and the fire of loving desire burnt up his rationality.
This is not an inconsequential event or a minor detail—it is the turning point of the story and
the impetus for a dramatic transformation in ‘Erâqi’s life. Moreover, it begins a sizable passage in which the anonymous hagiographer portrays ‘Erâqi as intently focused on this beautiful youth. ‘Erâqi proceeds to apostrophize the boy in the second inset poem, imploring him to
be his “sweetheart,” “intimate friend,” “companion,” and “beloved,” and when he reunites
with the qalandar band on the road to Esfahan, ‘Erâqi announces his arrival by addressing not
the entire “wild crew,” but specifically the young qalandar again (“O boy!”/pesarâ).8 If any
ambiguity remains on this point, the author dispels it later informing us that ‘Erâqi spent “all
his time loving [that] youth” (bâ ‘eshq-e pesar beh sar hami bord) before their fateful separation in a large storm on their trip from Delhi to Somnath.9

7.
8.

9.

While the entire qalandari spectacle that he just witnessed (staged for heightened affect in one of the
normative centers of the Islamic world—a madreseh/Islamic school) would not have been without effect, it
is not the primary source of ‘Erâqi’s transformation, as the original Persian makes exceedingly clear.
While some scholars may caution against reading such Sufi imagery as sexually charged, medieval
audiences clearly understood this dimension of erotic Sufi poetry. At the very least, the line here between
Sufi erotic verse and its more base relatives (e.g., mojun) was far more ambiguous. Hence the need for Sufi
figures like Ibn ‘Arabi and others to write commentaries on their and others’ erotic poetry. It would be, as
Rambuss avers regarding early modern Christian poetry, “dehistoricizing...to impute an innocence or
naïveté concerning the sexual suggestiveness of these devotional aids to their own early modern authors,
editors, and users.” See Rambuss’ discussion of erotic imagery in the Christian context: Rambuss, Closet
Devotions, 95.
Anonymous, “Moqaddemeh-ye divân,” 50.
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The reader of William Chittick and Peter Wilson’s rendering of ‘Erâqi’s hagiography
into English in Divine Flashes, however, would never know this. They bowdlerize the text,
completely scrubbing the figure of the beautiful young man from their translation. Instead, we
are told in their account that “the flame of love” catches the “haystack of [‘Erâqi’s] reason
and consume[s] it” after he “beheld this wild crew [of qalandars]” and is “overcome with
longing for them [the qalandar band]” (my emphasis) after they leave Hamadan.10 Their decision to de-eroticize this story of ‘Erâqi’s conversion to the qalandari path through transposing
‘Erâqi’s “longing” onto a de-sexualized object pronoun, “them” (referring to the qalandar
band), is not an isolated instance in their rendition of ‘Erâqi’s life. They systematically eliminate any homoerotic features of the original text. All of the stories from his hagiography that
I will discuss in this study have been excised from their account or substantially altered in order to “straighten” them. This is clearly not a case of translation error or stylistic editorial intervention. There was a deliberate decision made to heteronormatize ‘Erâqi’s hagiography.
Chittick and Wilson’s refusal to treat the numerous homoerotic anecdotes contained
in ‘Erâqi’s hagiography on their own terms is not unique, however.11 It is a particularly egregious example of a more widespread tendency in modern scholarship on Sufism and Sufi literature to de-sexualize, allegorize, and/or decidedly “straighten” manifestations of same-sex
desire for more comfortable consumption by contemporary (largely heteronormative) audiences.12 The ways in which this process of heteronormativization is accomplished varies, and

10. Chittick and Wilson, “Introduction,” 34-35. Full text of the relevant section: “‘Iraqi beheld this wild crew,
and the flame of love caught at the haystack of his reason and consumed it....No sooner had they vanished
than ‘Iraqi was overcome with longing for them.”
11. The “heteronormativization” of sexuality in the modern Middle East has been treated in a range of recent
studies (Afsaneh Najmabadi, Janet Afary, Scott Kugle, and Joseph Massad’s contributions are especially
noteworthy). Adopting European discourses on sexuality, modern reformers in the Middle East sought to
rid their countries and cultures of the non-heteronormative sexual practices that they believed were partly to
blame for their lack of development vis-à-vis Europe. Among their primary aims in this campaign were any
expressions of same-sex desire, which they had come to believe was “unnatural and abominable” and
fundamentally at odds with their project of constructing modern nation states and citizen-subjects. The
modernizers’ drive to heteronormativize sexuality exerted a profound influence on the way scholars studied
and portrayed (or did not) the widespread homoeroticism of medieval and early modern Islamicate
literatures and arts. See: Kugle, “Sultan Mahmud’s Makeover”; Najmabadi, Women with Mustaches and
Men without Beards, 26-60, 146-150; Massad, Desiring Arabs; Afary, Sexual Politics in Modern Iran,
113-141, 160-165; Najmabadi, “Re-membering Amrads and Amradnumas.”
12. Najmabadi calls this the process of “denial, disavowal, and transcendentalization” of non-heteronormative
premodern forms/manifestations of desire. She uses this phrase or variations on it numerous times
throughout Women with Mustaches and Men without Beards. Kugle also points to examples of
heteronormative straightening in modern treatments of Shah Hosayn’s hagiography, in which love is either
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in some cases it is more obvious than others. Chittick and Wilson take more liberties than
most—completely eliminating and radically transforming sections of the original text are not
the most common techniques for heteronormativizing premodern Sufi literature. Others, however, engage in similar practices aimed at obscuring or attenuating homoeroticism in less obvious and seemingly less harmful ways. There is, for example, the popular practice of rendering the often masculine poetic figure of the “beloved” in Persian poetry with feminine instead
of masculine English pronouns.13 On the opposite end of this spectrum, there are Iranian intellectuals (e.g., Ahmad Kasravi) and even some contemporary academics (e.g., Zargar) that
have not shied away from highlighting non-heteronormative forms of desire, but do so only
with what seems to them an obligatory denunciation of it.14 Perhaps the most telling sign
though of heteronormativity’s distorting influence on medieval Persian studies is the general
lack of disciplinary interest in these topics until quite recently.15

represented as strictly “platonic” or the gender of the beloved is obscured. See: Kugle, Sufis and Saints’
Bodies, 196-99. A similar situation prevailed in the scholarship on Greek, Roman, and medieval European
traditions before the pioneering work of Kenneth J. Dover, John Boswell, and David Halperin, amongst
others. They have demonstrated the extraordinary extent to which the modern scholarship had ignored, or at
least avoided writing about, the evidence for widespread same-sex desire in Greek, Roman, and medieval
Europe. See: Dover, Greek Homosexuality; Boswell, Christianity, Social Tolerance, and Homosexuality;
Halperin, One Hundred Years of Homosexuality; Boswell, Same-sex Unions in Premodern Europe.
13. Although Persian poetry is in an important sense ambierotic—i.e., the beloved can be both male and female
and the lover/beloved dyad can be gendered differently depending on performance context—I would follow
Meisami, Yarshater, and others in arguing that the beloved is more typically gendered male than female and
would have been understood as such by most medieval audiences. Meisami even calls the male gender of
the beloved in the ghazal “a standard convention of the genre.” See: Meisami, Medieval Persian Court
Poetry, 62, 245-251. On this point, also see: Yarshater, She’r-e Fârsi dar ‘ahd-e Shâhrokh; Shamisâ,
Shâhed-bâzi dar adabiyât-e Fârsi; Shamisâ, Sayr-e ghazal dar she’r-e Fârsi, 50-54; Southgate, “Men,
Women, and Boys”; de Bruĳn, “BELOVED”; Yarshater, “Love-Related Conventions in Sa’di’s Ghazals”;
Meisami, Structure and Meaning, 187; Anonymous, “HOMOSEXUALITY iii. IN PERSIAN
LITERATURE”; Lewis, “Sexual Occidentation,” 717.
14. See studies by Najmabadi and Afary cited in footnote 11 of the current chapter, and on Ahmad Kasravi,
see: Ridgeon, Sufi Castigator. Also see Zargar’s concluding section in his chapter on shâhed-bâzi, which is
a more measured and scholarly denunciation of the practice, but is nevertheless exactly that: Zargar, Sufi
Aesthetics, 115-19. While most scholars (with a few exceptions) do not engage in the vituperative tirades
against same-sex desire(s) as some of the modernist Iranian intellectuals do, their modern—and likely
unconscious—heteronormative biases shape their work on these topics in less obvious ways.
15. Both Everret Rowson and Ehsan Yarshater have argued recently that there is a relative dearth of studies on
sexuality (and especially non-heteronormative manifestations of it) in the medieval Islamicate world. See:
Yarshater, “Love-Related Conventions in Sa’di’s Ghazals”; Rowson, “HOMOSEXUALITY ii. IN
ISLAMIC LAW.” And the situation is even more pronounced in Sufi studies. There are simply no studies
focused on forms of Sufi eroticism between Ritter’s 1955 chapter-length treatment of the topic (in German)
and the recent works of Shamisâ, Kugle, Lewis, Bashir, Lewisohn, Zargar, and Ridgeon. Although these are
all excellent studies in their own right, several of them are problematic in the way they conceptualize and
present Sufi eroticism. See: Shamisâ, Shâhed-bâzi dar adabiyât-e Fârsi; Kugle, Sufis and Saints’ Bodies;
Lewis, “Sexual Occidentation”; Lewisohn, “Prolegomenon to the Study of Hafiz”; Bashir, Sufi Bodies;
Ridgeon, “The Controversy of Shaykh Awhad al-Dīn Kirmānī.” In general, I would agree with Valerie
Traub that this lack of focus on these issues in Middle Eastern/Islamic studies can be attributed to a large
degree to the disciplinary training of scholars of Middle Eastern studies. See: Traub, “The Past is a Foreign
Country?” Islamic studies, as Kugle has pointed out more generally, has been “stubbornly reticent to
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While space does not permit me a full review of this literature here,16 I do want to
suggest that these different techniques for “dealing with” uncomfortable forms of desire are
part of what Karma Lochrie calls the “heterosexual paradigms of scholarship.”17 They are
examples of the academic “protocols and proprieties” that Lauren Berlant and Michael Warner argue (re)produce an “invisible heteronormativity” and structure interpretative strategies,
modes of analysis, and hierarchies of disciplinary priorities in the modern academy.18 The
rise of sexuality studies and queer theory in the last several decades was a direct response to
this exclusionary regime of power/knowledge. The diverse range of studies associated with
these fields has sought to “unsettle,” “dismantl[e],” and “denaturaliz[e]” heterosexuality and
its academic corollaries through a “recovery of cultural meanings that are lost, obscured, or
distorted in work that either ignores questions of sexuality or attends only to hegemonic or
heteronormative understandings of it,” as Glen Burger and Steven F. Kruger put it in their
book, Queering the Middle Ages.19 Central to these projects is the critical rereading of sources
and examination of their interpretations in the existing secondary literature for signs of
“straightening”—that is, interpretative techniques of heteronormativizing non-heteronormative expressions of desire in these sources.20 In the field of Persian and “Islamicate sexuali-

16.

17.
18.
19.

20.

embrace advances in social theory that might disturb their philological and textual expertise”—a point
which Bashir has echoed as well. See: Kugle, Sufis and Saints’ Bodies, 14; Bashir, Sufi Bodies, 23.
Therefore, it is not a stretch of the intellectual imagination to question whether the power of the academy’s
“invisible heteronormativity” is a factor when, for example, scholars elect to assign the subject of
homoeroticism only a small section in a comprehensive study on a poet whose poetry is thoroughly
suffused with expressions of same-sex desire.
A full review of this literature would require a massive study of a large body of Oriental, Middle Eastern,
and Islamic studies scholarship on the scale of Edward Said’s Orientalism, Najmabadi and Massad’s more
recent work cited in preceding notes, or Joseph Boone’s new work: Boone, The Homoerotics of
Orientalism. I hope to undertake such a research project in the opening chapter of my second book project.
Lochrie, “Mystical Acts, Queer Tendencies,” 180.
Berlant and Warner, “What Does Queer Theory Teach Us about X?”, 348-49.
The long quote here is from: Burger and Kruger, “Introduction,” xvi. On queer theory’s attempt “unsettle,”
“dismantl[e],” and “denaturaliz[e]” the modern regime of heterosexuality, see: Berlant and Warner, “What
Does Queer Theory Teach Us about X?”, 348; Dinshaw, “Chaucer’s Queer Touches/A Queer Touches
Chaucer,” 77, 79, 91; Fradenburg and Freccero, “Introduction: Caxton, Foucault, and the Pleaures of
History,” xvii-xix; Lochrie, “Mystical Acts, Queer Tendencies,” 180. For works more associated with the
history of sexuality approach, see: Halperin, One Hundred Years of Homosexuality; Halperin, How to Do
the History of Homosexuality.
Studies by scholars of medieval and early modern religious literature like Simon Gaunt, Karma Lochrie,
and Richard Rambuss have demonstrated the variety of ways in which contemporary critics have
“straightened” pre-/early modern religious literature through their interpretations, from switching the
gender of poetic figures to “desexing” mystical literature when the sexual aspect of a mystical relationship
conflicts with heterosexual norms (i.e., feminized Christ with female mystic, or male mystic with masculine
Christ). See: Rambuss, “Pleasure and Devotion,” 260ff; Gaunt, “Straight Minds / ‘Queer’ Wishes”;
Lochrie, “Mystical Acts, Queer Tendencies,” 187ff; Rambuss, Closet Devotions.
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ties” studies—as Kathyrn Babayan and Afsaneh Najmabadi term the field in their recent collection of essays—this work has just begun.21
Pointing out obvious omissions and misrepresentations of primary sources in the secondary literature—e.g., Chittick and Wilson’s heteronormative makeover of ‘Erâqi’s hagiography—is foundational work for this young field. But it is really only the first step in what
must become a broader critical assessment of the scholarly tradition we have inherited and
the implicit interpretative strategies and frameworks upon which it is built.22 In this study, I
want to focus on one particularly subtle example of interpretative “straightening” which occurs in many scholarly treatments of medieval Sufi hagiographic materials. It is the tendency
to reduce Sufi “love play” with real (even if imagined) bodies—such as ‘Erâqi’s qalandari
boy—to a recondite theory of the appreciation of beautiful “metaphoric” (majâzi) forms, so
abstract, in fact, that the gender of the object of desire has little to no real significance
anymore, as several scholars explicitly argue.23 While such theoretical treatments of Sufi
“love play” are correct in a philosophical sense and by and large faithfully follow the Sufi
theoretical treatises in their presentation, they become problematic when they use the Sufi assertion that earthly beloveds are only “metaphoric” bridges to the real, divine Beloved as license to dismiss the importance of the body and the sex-gender regime inscribed upon it as
irrelevant to the study of such spiritual practices.24 This tendency to deemphasize the embod21. There are a number of studies (of varying quality) that have begun to seriously engage the topic of
Islamicate sexualities. The following is a representative sampling of book-length treatments. There are two
exceptional collections of essays on this topic edited by Kathryn Babayan and Afsaneh Najmabadi and
Everett K. Rowson and J.W. Wright Jr. See: Wright Jr. and Rowson (eds.), Homoeroticism in Classical
Arabic Literature; Babayan and Najmabadi (eds.), Islamicate Sexualities. On sexuality in the Qur’an,
religious law (shari’a), and hadith, see: Ali, Sexual Ethics and Islam; Kugle, Homosexuality in Islam. For
literary studies of sexuality, see (amongst others cited in this chapter): Andrews and Kalpakli, The Age of
Beloveds; Amer, Crossing Borders. On sexuality and gender in early modern Iran and the transition to
heteronormativity in Iranian modernity, see: Najmabadi, Women with Mustaches and Men without Beards;
Afary, Sexual Politics in Modern Iran; Najmabadi, “Re-membering Amrads and Amradnumas.” For
historical studies of sexuality, see: El-Rouayheb, Before Homosexuality in the Arab-Islamic World; Zeʼevi,
Producing Desire. On sexuality in Sufism, see studies cited in remainder of this chapter.
22. Everything from the topics and sources we choose to our analytical approaches are structured to a certain
degree by the field of knowledge that we operate in. These are precisely what Lochrie, Berlant, and Warner
mean when they talk about the heterosexual “paradigms,” “protocols and proprieties” of the modern
academy.
23. For representative examples of this approach, see: Feuillebois-Pierunek, A la croisée des voies célestes,
279; Lewisohn, “Prolegomenon to the Study of Hafiz”; Zargar, Sufi Aesthetics.
24. This is not to say that these works ignore these aspects entirely or that their strategies of de-emphasizing the
body are identical. However, they neither foreground the gendered earthly beloved nor the embodied
desires of the Sufi practitioner as objects worthy of serious analysis. I also do not mean to say that the
complex Sufi theoretical framework that underlies these practices is not important; it just does not tell the
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ied form and escape to the ungendered and desexualized realm of philosophical terminology
and archetypal symbols, I would argue, is part of what Afsaneh Najmabadi has called Persian
modernity’s “drive to reconfigure Sufi male homoeroticism as ‘purely’ allegorical and
transcendental”—something, that is, that can be “eǌoyed metaphorically” but should not “be
confused with the real.”25
This flat and bodiless portrayal of Sufi eroticism is not only theoretically problematic,
however; it is also in marked contrast to the majority of existing Sufi hagiographies, which
focus intently on the embodied and gendered beloveds that these poets utilized as “metaphoric,” or as I prefer, “embodied” (majâzi) bridges to the divine.26 My analysis here will
foreground these bodies and the discourses of desire that center on them as a way of challenging the disembodied and desexualized manner in which Sufi (homo)eroticism is frequently treated.27 The way in which the body (and its associated desires, actions, etc.) function in
these accounts as the site of discursive conflict also suggests, as I argue in the conclusion,
that Sufi erotic practice should not be understood as a flight from the body and sexuality, but

whole story, as I hope to show below and the work of Kugle and Bashir has already shown. There are a few
recent exceptions to this general pattern, in particular see the discussions of Sufi erotic practices in the
following works: Pourjavady, “Stories of Ahmad al-Ghazālī ‘Playing the Witness’ in Tabriz”; Kugle, Sufis
and Saints’ Bodies; Bashir, Sufi Bodies.
25. Najmabadi, in her important work on the transformations of discourses on “sexuality” in early modern and
modern Iran, has argued that Iranian modernity “closeted the male beloved into the premodern and rendered
Sufi love as transcendental.” See: Najmabadi, Women with Mustaches and Men without Beards, 55-56.
Similarly, Babayan and Najmabadi stress the importance of not “swing[ing] [pun intended?] unwittingly
toward figures such as the oversexed, lusting woman or the sexless, transcendental mystic man.” See:
Babayan and Najmabadi, “Preface,” xii. Their arguments on this point have interesting similarities to
Gaunt, Lochrie, and Rambuss’ observations about the “desexing” of medieval and early modern Christian
mystical literature in the Euro-American academy. See: Rambuss, “Pleasure and Devotion,” 260ff; Gaunt,
“Straight Minds / ‘Queer’ Wishes”; Lochrie, “Mystical Acts, Queer Tendencies,” 187ff; Rambuss, Closet
Devotions. Finally, Scott Kugle also points out that the modern Wahhabi movement (a “fundamentalist”
brand of Islam associated with Saudi Arabia and the numerous global institutions that they have funded)
has also played an important role in disembodying Islam. See: Kugle, Sufis and Saints’ Bodies, 14, 271,
286-287.
26. Both Kugle and Bashir point to the pervasive lack of attention paid to the body and embodiment in their
recent works. See: Kugle, Sufis and Saints’ Bodies; Bashir, Sufi Bodies. Also see Caroline Walker Bynum’s
pioneering work and critique of the de-emphasis on the body in medieval Christian studies (see footnotes
28 and 91 in this chapter).
27. I follow Georges Bataille here in opting to employ the term “eroticism” when discussing Sufi love theory
and spiritual practices—a form of what he would term “sacred eroticism.” The virtue of this term is that it is
capable of capturing erotic activities from the base to the sacred and thus reproducing the productive
ambiguity, carnal-divine range, and metaphoric potency of ‘eshq (lit. “passionate love”) and its derived
terms (‘âsheq/lover, ma’shuq/beloved, ‘eshq-bâzi/love play, etc.), which are the most frequently utilized
terms for these English concepts in Sufi love poetry and theoretical treatises. For the use and controversy
surrounding the use of ‘eshq in the Sufi tradition, see: Lumbard, “From Hubb to ‘Ishq.” On Bataille’s
concept of eroticism, see: Bataille, Eroticism.

173

rather an effort to harness them for spiritual ends.28
II. Reading Majâz as “Embodiment”:
Earthly Love and Embodied Lovers as Bridges to God, the (Real) Beloved
The figure of the beautiful qalandari youth in ‘Erâqi’s hagiography is simultaneously
a stock figure and the most powerful character in the narrative. Although highly stylized like
the beloved of the medieval Persian lyric, he is the locus of the poet’s desire and a catalyst for
all sorts of dramatic transformations in ‘Erâqi’s behavior.29 It is his beauty that sets fire to
‘Erâqi’s heart and catapults him beyond the territorial and spiritual confines of his local
madraseh and mosque. While ‘Erâqi’s predisposition to fall in love is a necessary precondition, it is the sight of the youth that first “disturbs” ‘Erâqi-the-Traditional-Pious-Muslim and
then transforms him into a heedless lover on the rogue’s path. In this respect, the youth in the
above story is a functional character, playing a well-established role in Persian Sufi literature:
he is the so-called “metaphoric” (majâzi) “trainer beloved” for the young spiritual novice.30 In
this capacity, he will help mature ‘Erâqi’s love into the higher divine forms of love.31 The
28. My thinking here has been inspired by Caroline Walker Bynum and, in particular, the work of some of her
later critical allies who have all sought in different ways to embody religion and resist efforts (both within
the historical tradition itself and by modern scholars) to disembody spirituality. See: Bynum, Holy Feast
and Holy Fast; Bynum, The Resurrection of the Body in Western Christianity. Despite Bynum’s push to
embody religion, however, Richard Rambuss, Karma Lochrie, and Simon Gaunt have all pointed out that
she seems to recoil from embodying desire in the religious context, especially when that desire is
homoerotic. See: Rambuss, Closet Devotions, 43-49; Gaunt, “Straight Minds / ‘Queer’ Wishes”; Lochrie,
“Mystical Acts, Queer Tendencies,” 187ff; Rambuss, Closet Devotions, 17. Rambuss in particular takes
Bynum to task for the way she chastises modern readers for reading imagery in a sexualized manner—i.e.,
reading it “that way.” So I am inspired here then both by Bynum’s work and the works of Rambuss,
Lochrie, and Gaunt, who push Bynum to take her conclusions on religion and embodiment further. For
Bynum’s discussion of spiritual desire and embodiment in medieval Christianity, see: Bynum, The
Resurrection of the Body in Western Christianity, 329-41. Also see footnote 91 in this chapter.
29. The “qalandar (male) youth” here really only has two distinguishing features: his “qalandari-ness” and his
staggering, heart-ravishing beauty. He is an embodiment, in short, of the qalandari way and the ideal of the
young male as the pinnacle of beauty—both of which figure prominently in ‘Erâqi’s poetry and later
hagiographic tradition. The general contours of this hagiographical anecdote would be familiar to anyone
familiar with qalandari poetry because it is, in all likelihood, a product of the anonymous author’s
interweaving of common Sufi hagiographic topoi with a biographical reading of ‘Erâqi’s qalandari poetry—
a “anecdotization” of his poetry, if you will.
30. “Trainer beloved” is a term of my own invention and does not correspond exactly to any original Persian
equivalent. Since the Persian term shâhed is primarily used in the context of shâhed-bâzi (spiritual gazing
upon a beautiful individual as a reflection of God’s beauty), I felt the need to create a term for examples of
“practice” or “training” love, like those subsequently described.
31. The topos of the pious Sufi figure falling in love with a earthly beloved is well-established in medieval Sufi
literature. While presented initially as a cause of great scandal, in the end this earthly beloved (who is
sometimes non-Muslim) engenders a transformation in the Sufi that allows him to reach even higher levels
of spiritual advancement and divine love. For example, see the stories of Sheykh San’ân and the Christian
girl (Ritter also mentions a few other less well-known stories like this: Ritter, The Ocean of the Soul,
400-02). For the way the topos of a pious figure falling in love with an earthly beloved as a means of
advancing on spiritual path is parodied in “obscene” literature (mojun, sokhf), see: Sprachman, “Le beau
garçon sans merci”; Sprachman, Licensed Fool.
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young qalandar fulfills his duty well, as we subsequently learn. He leads ‘Erâqi all of the way
to India, where he eventually becomes a disciple of the great Sufi master Bahâ’ al-Din Zakariyâ of Moltân (d. 1262, or between 1266-8). Under the direction of this capable master,
‘Erâqi reaches the highest levels of divine love—in no small part due to the erotic training he
received during his time as lover of his first beloved, the qalandar youth.
The use of an earthly beloved as a “trainer” for, “metaphoric bridge” to, or “mirror”
of the divine Beloved is part of a well-developed theoretical tradition in medieval Sufism.
According to this school of thought, earthly love (‘eshq-e majâzi) is a “metaphor” (majâz) for
“real” or “divine” love (‘eshq-e haqiqi), and it functions, as it is often said, as a “bridge”
(qantarah) to “the real” (al-majâz qantarat al-haqiqah/“metaphor is the bridge to the real”).
The (in)famous Sufi ‘Ayn al-Qozât Hamadâni (d. 1131), who is most frequently cited on this
point, recommends to his readers in the beginning of his first chapter treating “passionate
love” (‘eshq) that “if you do not have love for the creator, at least once try to fall in love with
a created being (makhluq) so that the value of these words may be productive for you.”32
Earthly (majâzi) love has a pedagogical function in his view: it trains the spiritual adepts in
the ways of love and guides them to its more elevated levels. Rumi makes this latter point as
well in a famous passage from the Masnavi, saying: “whether being in love (lit. loverhood)
comes from this side or the other / eventually it will guide us to that side (lit. eventually it is a
guide for us to that side).”33
Love is understood as a spectrum to these Sufi luminaries, and it is firmly anchored in
the created world. The contiguity, even imbrication, of earthly and divine love on this spectrum is what enables a Sufi master like Muhammad Zangi (ca. 700/1300) to counsel his readers in the Nozhat al-‘âsheqin that if a Sufi aspirant is not advancing on the spiritual path, then
he should promptly be sent to the “dilapidated winehouse” (kharâbât) (a house of ill-repute)
where he can fall in love with a “beautiful youth” (javâni sâheb-e jamâl) and thereby be

32. Hamadâni, “Tamhidât,” 96 #137.
33. Rumi (Mowlavi), Masnavi-ye Ma’navi (ed. Sorush), 1:111. Original Persian text:
ﻋﺎﻗﺒﺖ ﻣﺎ را ﺑﺪان ﺳﺮ رﻫﺒﺮﺳﺖ
ﻋﺎﺷﻘﯽ ﮔﺮ زﯾﻦ ﺳﺮ و ﮔﺮ زان ﺳﺮﺳﺖ
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trained to be a better lover of God, the real Beloved.34 Zangi’s advice is not atypical. It echoes
similar points made by ‘Ayn al-Qozât, Rumi, and ‘Erâqi, and it is in fact a divinely sanctioned training technique, according to medieval Sufi theorists. God too makes use of earthly
beloveds to train and “season” (mature) his chosen lovers for higher forms of divine love.35
‘Ayn al-Qozât makes this point quite explicit in his discussion of the famous Arab lovers
Laylâ and Majnun:
Do you know why [God] placed all of these veils on the path? [God did so] in
order that the lover [and] his eye would become more “seasoned” (lit. cooked,
met. mature) until it can bear encountering God without a veil. Dear one, Layla’s beauty is bait placed in a trap. Do you know what the trap is? Since the
eternal hunter wanted to make a riding horse (markab) out of Majnun’s being
(nehâd) and he (Majnun) was not yet ready to fall into the trap of eternal
love’s beauty (where you are destroyed), [God] ordered that love of Layla
make a riding horse of Majnun’s being for a while until he became “seasoned”
enough through that love to bear the love of God. Dear one, see what [the
Qur’an] says about Moses: “And we brought him close” [19:52]. Have you not
seen that when there is an excellent riding horse—worthy of none except the
king—that first a horse trainer mounts it and breaks it in, transforming its
wildness and stubbornness into tameness and reserve.36
In this spiritualized reading of the famous love story of Laylâ and Majnun, God employs
Laylâ to “season” Majnun and “break [him] in” for himself. The trainer beloved (Laylâ) may
not be the ultimate goal, but neither is she inconsequential in the affair. God uses her and her
embodied form to spark the fire of love in Majnun and fan its flames until Majnun has been
“cooked” enough to be ready for “real” (haqiqi), divine love.
Erâqi makes a similar point in his treatise on love theory, the Lama’ât. Flouting the
artificial confines of the modern regime of heterosexuality, ‘Erâqi portrays God “trap[ping]”
the heart of King Mahmud with the charms of his beautiful slave Ayâz:
Love is a bride’s color-mixing beautician
that paints Truth in the colors of “metaphor” (majâz)
34. Zangi also largely repeats here ‘Ayn al-Qozât’s argument quoted above. See: Zangi Bokhâri, “Nozhat al‘âsheqin,” 139-41. I am indebted to Ritter’s work for pointing me to Zangi’s treatise. See: Ritter, The Ocean
of the Soul, 451-52. For more on the theoretical literature underpinning the concept of earthly love as a
bridge or “trainer” for higher forms of love, see: Ernst, “The Stages of Love in Early Persian Sufism,”
449ff; Zargar, Sufi Aesthetics. Also see studies cited in footnote 41 of this chapter on the theoretical
underpinnings of shâhed-bâzi.
35. While I dislike the traditional use of the pronoun “he” for God, I have decided to retain the masculine
gendering of God in this study in order to draw out the homoerotic dimension of this classical pattern.
36. Hamadâni, “Tamhidât,” 104-105 #148. For another translation of the same passage, see: Ritter, The Ocean
of the Soul, 452.
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It beautifies with its comb the tresses of Ayâz
so as to trap the heart of Mahmud37
God/Love becomes a cosmetologist in these lines, patiently adorning Ayâz and his flowing
locks in hopes that the desire his beauty will evoke in Mahmud will eventually guide him to
love for God. ‘Erâqi’s image here is particularly instructive. It foregrounds in an unforgettable way—God as hairdresser and matchmaker for the most famous same-sex lovers in Islamicate culture—the radical spiritual potency of even the most superficial elements of the
human form.
While the centrality and pedagogical potential of the human body is not easy to reconcile with the still too common portrayal of Sufis as world-renouncing spiritual seekers, it does
not appear to be problematic for medieval Sufis.38 They value the bodies of these earthly
trainer beloveds precisely for their immediate perceptibility to even the most base Sufi aspirants. This point comes through especially clearly in the earthly love/beloved as toy metaphor
that several Sufi figures employ to explain their perspective on the earthly-divine love spectrum. Rumi and Zangi, for example, both compare earthly love/beloveds to the toy sword a
father gives to his son in order that he may practice with it and prepare himself for the real
battles of adulthood.39 Rumi advises his readers that they should
1

Consider it a gift from God that you have experienced afflictions in love’s quarters!
Pass beyond “metaphoric” (majâzi) love—the final destination of love is God

2

The fighter gives his son a wooden sword
So he will become a master of it and (then) take the sword into (real) battles

37. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 471; ‘Erâqi (‘Irâqi), Divine Flashes, 83. The
Persian text is:
ﻋﺸﻖ ﻣﺸﺎﻃﻪ اﯾﺴﺖ رﻧﮕﺂﻣﯿﺰ ﮐﻪ ﺣﻘﯿﻘﺖ ﮐﻨﺪ ﺑﻪ رﻧﮓ ﻣﺠﺎز
ﺑﻄﺮازد ﺑﻪ ﺷﺎﻧﻪ زاف اﯾﺎز
ﺗﺎ ﺑﻪ دام آورد دل ﻣﺤﻤﻮد
38. Both Bynum and Kugle comment on the way modernity’s mind/soul-body dualism—partly attributable to a
particular (mis)interpretation of Descartes—has obscured modern scholars’ reading of the more deeply
embodied spirituality of the medieval period. Whether modern scholars’ disembodied approach to Sufi love
theory that I have been arguing against here can justifiably be attributed to the influence of modernity’s
(re)conceptualizations of the body is a broader question that would require a separate study. The
disembodied approach also has certain commonalities with the traditional “Life, Works, and Thought”
approach to the study of Sufis which has tended to cast them as individual spiritual seekers divorced from
their larger socio-political contexts. See: Bynum, Holy Feast and Holy Fast, 6, 189-302; Bynum,
Fragmentation and Redemption, 183, 235, 237; Safi, The Politics of Knowledge in Premodern Islam,
125-57; Kugle, Sufis and Saints’ Bodies, 11, 13, 86-87.
39. For Zangi’s use of this image, see: Zangi Bokhâri, “Nozhat al-‘âsheqin,” 139. Rumi and Zangi’s image of
earthly love as a pedagogical tool may be traceable to either/both Sanâ’i and Ahmad Ghazâli.
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3

Love for humans is the wooden sword (in the matter of love)
When you become entangled at the end (of love’s path), that love will be transformed
into love for God

4

In the beginning, for years, Zoleykhâ’s love was for Yusof
[but] in the end it became love for God [and] it made her turn away from Yusof40

Rumi’s brief excursus on majâzi love and the role of earthly trainer beloveds is telling on a
number of levels. He clearly gives a positive valuation to earthly, “metaphoric” forms of
love, instructing readers to regard it as a “blessing” or “gift from God,” and then proceeds to
illustrate its pedagogical utility through the images of the toy sword and the famous lovers
Yusof and Zoleykhâ. He tells us that although the “final destination of love” for Sufis should
be God, earthly love and beloveds play a critical role in the spiritual journey: “Love for humans is the wooden sword (in the matter of love),” as he says. One could read this metaphor
as trivializing earthly love, as many modern scholars have, either implicitly or explicitly.
However, this is a misinterpretation. The earthly beloved as toy image conveys in the most
tender and familiar terms the naturalness and the necessity of the embodied experience of
love for Sufi spirituality. ‘Eshq-bâzi (literally, love play), as many Sufi theorists term this
practice, is in modern pedagogical terms a type of play-based, experiential learning in which
the earthly beloved functions as a scaffold for the divine instructor (God).
Rumi concretizes this point through the example of Yusof and Zoleykhâ. He tells us
without even a hint of judgment that it was only by starting out on the path of love with her
earthly beloved, Yusof, that Zoleykhâ came to truly love God. In fact, it was only after engaging in love play with him “for years” that she had matured enough to cross the “metaphoric” bridge and reach “real,” divine love. And that is fine, Rumi, adopting the demeanor of
spiritual father, seems to be saying—just as children on the path of love must learn to play

40. Rumi (Mowlavi), Kolliyât-e Shams (ed. Foruzânfar), 1:22-23. Original Persian text:
ﻋﺸﻖ ﻣﺠﺎزی را ﮔﺬر ﺑﺮ ﻋﺸﻖ ﺣﻘﺴﺖ اﻧﺘﻬﺎ
اﯾﻦ از ﻋﻨﺎﯾﺖﻫﺎ ﺷﻤﺮ ﮐﺰ ﮐﻮی ﻋﺸﻖ آﻣﺪ ﺿﺮر
ﺗﺎ او در آن اﺳﺘﺎ ﺷﻮد ﺷﻤﺸﯿﺮ ﮔﯿﺮد در ﻏﺰا
ﻏﺎزی ﺑﻪ دﺳﺖ ﭘﻮر ﺧﻮد ﺷﻤﺸﯿﺮ ﭼﻮﺑﯿﻦ ﻣﯽدﻫﺪ
آن ﻋﺸﻖ ﺑﺎ رﺣﻤﺎن ﺷﻮد ﭼﻮن آﺧﺮ آﯾﺪ اﺑﺘﻼ
ﻋﺸﻘﯽ ﮐﻪ ﺑﺮ اﻧﺴﺎن ﺑﻮد ﺷﻤﺸﯿﺮ ﭼﻮﺑﯿﻦ آن ﺑﻮد
ﺷﺪ آﺧﺮ آن ﻋﺸﻖ ﺧﺪا ﻣﯽﮐﺮد ﺑﺮ ﯾﻮﺳﻒ ﻗﻔﺎ
ﻋﺸﻖ زﻟﯿﺨﺎ اﺑﺘﺪا ﺑﺮ ﯾﻮﺳﻒ آﻣﺪ ﺳﺎلﻫﺎ
I am indebted to Chittick’s treatment of this topic in his work on Rumi’s thought for directing me to this
poem. See: Chittick, The Sufi Path of Love, 200-06.
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war with their wooden swords before being sent into battle, so too must lovers “play” with an
earthly beloved or two before being worthy of engaging in eshq-bâzi with God. In any case,
as ‘Ayn al-Qozât and ‘Erâqi indicate above, it is likely God who is playing the role of matchmaker in this affair, employing the peerless beauty, Yusof, to “season” and “break in” Zoleykhâ for himself. If these trainer beloveds’ bodies are God’s own instructional aids, should
we really dismiss or trivialize them as “just toys” in the pejorative sense of that English
phrase? This, I maintain, would be an unfortunate misreading.
It is true, though, that Rumi, like other Sufi figures, does open his discussion of earthly love and trainer beloveds by pushing the reader to “pass beyond ‘metaphoric’ (majâzi)
love” to the “real,” divine form of love of God. This exhortation, however, should not be interpreted as license to disregard the embodied bridge to divine love or its physical form. It
could understandably be interpreted this way, but such an interpretation does not square well
with the existing Sufi literature. Neither the Sufis discussed above nor the Sufi hagiographic
accounts we will look at later exhibit the compulsion to rush across the bodily bridge that
guides and pushes them along love’s spectrum to “the final destination of love” (God the
Beloved). And in fact, many of them openly celebrate the spiritual efficacy of embodied
forms at great length and focus intensely on the physical beauty of the trainer beloved’s body.
Nowhere can this be seen as clearly as in the Sufi ritual of shâhed-bâzi (n.b. literally
“witness-play”), which can be understood as a ritualized form of the love play (‘eshq-bâzi) of
the Sufi saints and earthly trainer beloveds discussed above. In theory, it was a meditative
technique in which Sufis would gaze at a beautiful human being, termed a “witness”
(shâhed), who served in this ritual context as a “reflection” or “likeness” (tamassol) of God’s
limitless beauty manifested in a visible, phenomenal form (surat). While frequently discussed
only in these abstract theoretical terms, it was a historical practice that counted amongst its
proponents some of the most illustrious Sufis of the medieval period, including Ahmad alGhazâli (d. 1126), ‘Ayn al-Qozât Hamadâni, Ruzbehân Baqli (d. 1209), Owhâd al-Din Ker-

179

mâni (d. ca. 1238), and the primary focus of this study, ‘Erâqi.41 According to its proponents,
it was an unparalleled spiritual catalyst Sufi aspirants in their quest to reach the higher levels
of divine love.
The shâheds that these Sufis employed in this ritual were equally historical as well.
They were fleshy, corporeal human beings chosen for their role above all others on account
of their extraordinary physical beauty. ‘Ayn al-Qozât is insistent on this point, emphasizing
to his readers in a number of places that the “metaphoric shâhed” (shâhed-e majâzi) must
have a “beautiful face.”42 The external beauty of the shâhed is in almost all accounts the only
qualification necessary for their role in this ritual. They could theoretically be either male or
female; however, more often than not they are portrayed as male youths in Sufi theoretical
treatises, poetry, and hagiographic literature.43 Some Sufis even went so far as to claim
prophetic precedent for their preference for male youths in this ritual, citing a number of
prophetic traditions (hadith) in which Prophet Muhammad reportedly indicated that God appeared to him as a “beardless male youth” (amrad, pl. mord).44
In the following section, we will see some representative examples of how shâhedbâzi is presented in Sufi hagiographic literature. But I want to emphasize here the way in

41. For more information on the theoretical Sufi literature on shâhed-bâzi, see: Ritter, The Ocean of the Soul,
448-519; Lewisohn, “Prolegomenon to the Study of Hafiz,” 43-49; Zargar, Sufi Aesthetics, 85-119;
Ridgeon, “The Controversy of Shaykh Awhad al-Dīn Kirmānī.” For an overview of shâhed-bâzi in Persian
literature, see: Shamisâ, Shâhed-bâzi dar adabiyât-e Fârsi.
42. Hamadâni, “Tamhidât,” 297, 321.
43. Given the assumed normativity of same-sex desire in medieval Persianate societies, this is not surprising
(see further discussion of this point below). A number of exceptional studies have been done in the previous
decade and a half on these same issues in the context of the Islamicate world. They have shown that preand early modern Islamic societies typically regarded same-sex attraction between men and young men to
be natural, although religious and legal proscriptions existed to discourage carnal actualization of the desire.
While the degree to which Muslims could act on such a desire was constrained by religious and legal
prohibitions and varied by historical context, class, etc., the desire itself was considered natural. See:
Anonymous, “HOMOSEXUALITY iii. IN PERSIAN LITERATURE”; Rowson, “HOMOSEXUALITY ii.
IN ISLAMIC LAW.” Even towering Islamic religious figures, such as Abu Hanifah and Jâmi, openly
admitted to their attraction to young men. See: El-Rouayheb, Before Homosexuality in the Arab-Islamic
World, 113; Algar, “JĀMI ii. And Sufism”; Algar, Jami, 70–71, 121. See stories of same-sex desire in the
biographical materials of Bâbâ Feghâni as well: Losensky, Welcoming Fighānī, 33, 44, 51–52. The only
same-sex desire/act that was clearly pathologized in some medieval Islamicate medical literature is
‘obnah—i.e., the desire of a male to be penetrated. See: Rosenthal, “Ar-Razi on the Hidden Illness”. In the
literary realm, same-sex objects of desire are more common than opposite sex. See studies cited in footnote
13 of this chapter.
44. The issue of whether this hadith is real or a later fabrication is irrelevant here. The important point is that
Sufis made use of it in their arguments for the permissibility of engaging in shâhed-bâzi with young men.
For a full overview of these hadiths and their variations, see: Ritter, The Ocean of the Soul, 459-61; Zargar,
Sufi Aesthetics, 191-192 n41-42; Ridgeon, “The Controversy of Shaykh Awhad al-Dīn Kirmānī,” 9-10.
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which this meditative technique ritualized the use of bodies for spiritual purposes. In this
practice the body of a beautiful person becomes the primary pedagogical tool for progressing
towards the divine side of love’s spectrum, for getting over the “metaphoric” bridge to “real”
love. It can function so effectively as instructional scaffolding for love because of its unique
capacity to embody to the greatest extent possible the limitless beauty of God and thus act as
the most efficient “trap” to capture the immature lover. This is a powerful statement about the
importance of embodiment in medieval Sufism, and it is a point that has not been duly
emphasized in contemporary Sufi studies.45
The recovery of this more deeply embodied Sufi spirituality will require a shift in
both the texts we choose to focus on and our modes of interpreting them. We would do well
to begin this process with a new and thicker translation of the complex Sufi concept of majâz.
Although traditionally translated as “metaphor,” or in its adjectival usage as “metaphoric”
(majâzi), this abstract rendering is somewhat misleading even if technically defensible in a
philosophical sense. Majâz, as the preceding discussion makes clear, has a much richer
meaning in Sufi texts than is typically captured by the word “metaphor” in both contemporary English and traditional Perso-Arabic language theory where it is primarily conceptualized as a rhetorical device or linguistic confection that is figuratively representative of and
thus to some extent opposed to the “real” (haqiqat/haqiqi), actually existing literal object.46

45. Prominent exceptions to this general point include the previously cited studies of Kugle and Bashir, who
have both begun to draw out some of the implications of using the body/embodiment as an analytic lens in
the study of Sufism.
46. This is obviously a simplistic portrayal of a large body of thought on metaphor, but what I am trying to
point to is the distinction between the linguistic conception of metaphor as figurative (as opposed to literal)
language and the Sufi ontological re-interpretation of this dyad, which I discuss subsequently. It is
important to add, however, that the metaphoric/literal (majâz/haqiqeh) distinction in Perso-Arabic language
theory should not lead to a reduction of metaphor to “mere ornament” or optional “aesthetic
embellishment.” I completely agree with Shahab Ahmed when he argues that the creation and use of
linguistic “metaphor” and “metaphoric imagery” functioned in Islamicate cultures as a “explorative mode
of meaning-making” that “posse[s] a significance quite beyond the strictly ‘literary,’ aesthetic,’ or
‘ornamental’ significance that is generally ascribed to it.” See: Ahmed, What is Islam?, 389-93. Metaphor
not only gives form to abstract concepts and ideas, but indeed, it imaginal embodies and performs them,
expressing their myriad meanings in much richer ways than literal description (for this reason, I prefer to
talk of imagery as “imaginal embodiments”). This is an important distinction that dovetails well with
arguments I advance in chapter three of this work and will elaborate further in the coming monograph. For
an overview of the concept of majâz in Perso-Arabic language theory, see the following and studies cited
therein: Reinert, de Bruĳn, and Robinson, “Mad̲j̲āz.” Also, it is important to note here that the notion of
“metaphor” and “metaphoric” language as only linguistic ornament is deeply problematic and has been
roundly repudiated by cognitive linguists in recent decades. See, for example: Lakoff and Johnson,
Metaphors We Live By; Lakoff, “The Neural Theory of Metaphor”; Bergen, Louder Than Words; Gibbs Jr.
and Colston, Interpreting Figurative Meaning. I would especially recommend Bergen’s work, which
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This linguistic meaning of metaphor/majâz as “unreal” or “imaginal” (read: disembodied) is
operative in the Sufi conception of this term as well, but with an important modification. Sufis
adopt this framework and utilize it to structure their metaphysical worldview, mapping majâz/metaphor and haqiqat/“the real” onto the world and God/The Real respectively. In this
creative reinterpretation, the entire phenomenal world and all of its “forms” (surat) function
as metaphoric embodiments of the true ontological ground of all existence, God (haqiqat).
The world and its forms therefore may be “metaphoric” in a philosophical sense, but for medieval Sufis “metaphor” (majâz) meant embodiment in all of its experiential variety (somatics, language, aesthetics, etc.).47 As ‘Erâqi says in a poem set in the site of the Sufi’s mystical
union with The Real, the “dilapidated winehouse” (kharâbât):
No one knows the secrets of the dilapidated winehouse except the drunk—
what does the sober one know about the secrets in these quarters?
When I experienced the drunkenness of the libertines,
I realized truly that apart from this work [i.e., union with The Real], it is [all] majâz48
Thus, in the Sufi context, perhaps we should render the famous phrase “metaphor/the
metaphoric is the bridge to reality” (al-majâz qantarat al-haqiqah) as “embodiment is the
bridge to Reality.” The translation of majâz/majâzi as embodiment/embodied certainly better
captures the full meaning of the term in medieval Sufi thought. It also has the virtue of semantically foregrounding and re-embodying Sufi spirituality, making it more difficult to
reduce the majâzi trainer beloveds and shâheds rife throughout Sufi works to the status of
“metaphor” (read: unreal). It encourages us to fully reckon with them—and all of their bodily

reviews the most recent research in this field in an accessible way.
47. Ahmed, in his recent book, makes a related argument as well, averring that “[w]e also need to understand
that metaphor and paradox are not merely discursive configurations of meaning, but are also praxial
configurations of meaning: that is to say that it is not only words that can be made meaningful in terms of
metaphor and paradox, but actions as well” (emphasis original). While I only encountered Ahmed’s work in
the final stages of revising this present study and thus I am only able to engage it here in passing, his notion
of majâz as “praxial” dovetails well with my contention that we should read majâz as embodiment. He also
recognizes the problem with the standard translation of majâz/majâzi as “metaphor/metaphoric,” and
instead usually employs hyphenated phrases such as “earthly=metaphorical” and “Seen/Metaphoric” to
capture the range and import of this word in Sufism. See: Ahmed, What is Islam?, 391-96. Also, see Jamal
Elias’ work for discussion of how images and imagination—what I would term “imaginal embodiments”—
play a central role in giving form to the formless: Elias, Aisha’s Cushion.
48. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 80. Persian text:
ﻫﺸﯿﺎر ﭼﻪ داﻧﺪ ﮐﻪ درﯾﻦ ﮐﻮی ﭼﻪ راز اﺳﺖ
اﺳﺮار ﺧﺮاﺑﺎت ﺑﺠﺰ ﻣﺴﺖ ﻧﺪاﻧﺪ
دﯾﺪم ﺑﻪ ﺣﻘﯿﻘﺖ ﮐﻪ ﺟﺰ اﯾﻦ ﮐﺎر ﻣﺠﺎز اﺳﺖ
ﺗﺎ ﻣﺴﺘﯽ رﻧﺪان ﺧﺮاﺑﺎت ﺑﺪﯾﺪم
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particularities—as the ineluctable flesh and blood bridge to the divine.
III. The Embodied Performance of Love in Sufi Hagiographic Literature:
The Case of Fakhr al-Din ‘Erâqi
As we saw in the story of ‘Erâqi’s conversion to the qalandari rite, nowhere is the embodied nature of the bridge to “real” love foregrounded as vividly as in Sufi hagiographic accounts. Hagiography as a mode or genre purports to portray the embodied life of its saintly
subject as an object lesson to posterity.49 The idealized life that these accounts present to the
reader is not a transparent historical representation of lived reality; much to the chagrin of
positivists, these works are not “repositories of factual information,” as Jawid A. Mojaddadi
warns us in his important study of Sufi hagiographic literature.50 They are often trying to accomplish a wide range of goals in their narratives of saintly lives, from constructing transhis-

49. A great deal of work remains to be done on the various genres of medieval Persian biography/hagiography
(tabaqât, tazkereh, seyar, malfuzât, and moqaddemeh-ye divân). The scholarship that does exist has almost
exclusively been done by scholars of Sufism. Their scholarship in the last fifteen years has played a critical
role in problematizing the use of these bio-/hagiographical sources as transparent historical documents or
“repositories of factual information,” as Jawid A. Mojaddadi says in his recent study of the tabaqât genre.
However, from the perspective of literary studies, a key point that these aforementioned studies have
overlooked is that these biographical traditions are often also interpretive constructs which are predicated
(in varying degrees) upon a biographical reading of the poetry of these poets (à la the vida/razo genre in
Troubadour poetry). Several scholars of Persian literature have suggested that medieval and early modern
biographers of Persian poets produced their works at least in part through biographical readings of the
poets’ poetry; no scholar though has ever made a systematic attempt to study the literary/interpretative
process by which these biographers utilize poetry in these works. In general terms, I view Sufi poets’
hagiographic materials as a product of the author’s interweaving of some basic historical information (e.g.,
place of birth, approximate lifespan) and common Sufi hagiographic topoi with biographical readings of
their poetry—a “anecdotization” of their poetry, if you will. My own views are closest to those of Suzanne
Stetkeyvch, who argues in the Arabic context that there is a close connection between the common topoi of
the genre of poetry that a poet becomes most closely associated with and the biographical anecdotes
ascribed to him. See: Stetkevych, “Archetype and Attribution in Early Arabic Poetry,” 364. This does not
mean that all biographical anecdotes are entirely constructed through biographical readings of poetry or that
no poems were composed for specific historical events/persons. (We know, for example, that panegyrics
were composed with specific historical patrons and circumstances in mind and even the highly stylized
figures and symbols of lyric/ghazal poetry can be used to reference historical figures/situations, especially
in specific performance contexts, as Lewis has argued. See: Lewis, “Reading, Writing and Recitation,”
99-104, 109-111. However, this does not mean that the biographers of these poets had access to any of this
context-dependent, “historical” information when they were crafting their biographies of these individuals.
It seems equally likely given the historic remove of many of these poetic biographers that they used the
poet’s poetry—with its highly stylized and conventional imagery that with a little interpretative finessing
can be made to address a whole range of historical figures and incidents—as one of their primary sources
for the poet’s “bio-/hagiography.” For scholars of Persian literature who have pointed out the connection
between poets’ poetry and their biographical anecdotes, see: Shafi’i-Kadkani, Qalandariyeh dar târikh,
263, 322; Safâ, Târikh-e adabiyât dar Irân, 3/1: 571-572, 577; Baldick, “The Poems of Fakhr al-Dīn
‘Irāqī,” 16-17, 26-27, 129-131, 253-254; de Bruĳn, Of Piety and Poetry, xv; Lewis, “Reading, Writing and
Recitation,” 18; Losensky, Welcoming Fighānī, 17-90; Davidson, Poet and Hero in the Persian Book of
Kings, 32, 36 n15; Lewis, “The Semiotic Horizons of Dawn in the Poetry of Hāfiz,” 276 n6. On a similar
phenomenon in the vida/razo tradition of Troubadour poetry, see: Poe, “Old Provençal Vidas as Literary
Commentary”; Poe, From Poetry to Prose in Old Provençal; Poe, “Toward a Balanced View of the Vidas
and Razos”; Poe, “The Vidas and Razos”; Burgwinkle, Love for Sale.
50. Mojaddedi, The Biographical Tradition in Sufism, 180.
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torical Sufi identities to establishing normative practice and belief, as a great deal of recent
research has shown.51 Far from devaluing these works, however, this less positivistic understanding of medieval Sufi hagiography actually highlights why they are ideal sources for the
study of a variety of different embodied phenomena.
Regardless of their disparate aims, one of the principal features that all hagiographic
accounts share by definition is that they seek to achieve their goals through a telling of a
saint’s lived reality—or, at least, what they believe/want us to believe was his or her lived reality. Hagiography exists as a mode/genre because the lives and bodies of saints are believed
to exude power, and it can channel this power only to the extent that readers assume a correspondence between the literary representation of the saint’s life and his or her real life. Medieval Sufi hagiography is no different in this respect. Its ability to construct Sufi identities
and orthodoxy/orthopraxy is predicated on its readers’ belief that the actions and views presented in these accounts are really those of the saint to whom they are attributed.
The importance of the body in Sufi hagiography makes these works ideal for the study
of embodiment in medieval Sufism more broadly. They present the reader with a discursively
constructed lived reality in which Sufi beliefs and practices are corporealized and performed
through the bodies of Sufi exempla and their saintly associates. The bodies that populate this
genre may not be historical in a positivistic sense, but they do provide us with a historical understanding of the ways in which bodies and embodied phenomena (e.g., desire) were discursively constructed in the time period of their authors. As a mode/genre, hagiography is both
indebted to, and distinct from, Sufi theoretical treatises: it clearly draws from them as it embodies them in the life of its idealized subject. At the same time, though, hagiography is also
a historically specific interpretation of Sufi theory—a fact which opens up other fruitful avenues of inquiry.52

51. On these points, see: Hermansen, “Religious Literature and the Inscription of Identity,” 317-20; Cornell,
Realm of the Saint, 63-64; Hermansen and Lawrence, “Indo-Persian Tazkiras as Memorative
Communications”; Mojaddedi, The Biographical Tradition in Sufism; Ohlander, “Between Historiography,
Hagiography and Polemic”; Steinfels, “His Master’s Voice”; Pourjavady, “Stories of Ahmad al-Ghazālī
‘Playing the Witness’ in Tabriz”; Stewart, “The Subject and the Ostensible Subject”; Ohlander, “Mecca
Real and Imagined,” 34-35, 43-44.
52. Depending on the historical particularities of the hagiography under consideration, the interpretation of Sufi
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In the remainder of this study, I will return to the hagiography of ‘Erâqi and examine
the ways in which Sufi erotic practices are constructed and policed in it. His hagiography is
by no means the only one that contains stories relevant to the present discussion. Similar stories can be found in accounts of Ahmad al-Ghazâli, Owhad al-Din Kermâni, Sanâ’i, ‘Attâr,
and many later figures as well.53 However, there are few Sufis whose hagiographic accounts
are so replete with performances of Sufi eroticism, thus making ‘Erâqi’s an ideal place to
start a wider reassessment of the construction of love, desire, and even, as I will argue in the
concluding section, sexuality in medieval Sufism.
The example of ‘Erâqi’s “love play” with his qalandari trainer beloved discussed in
the opening section of this chapter is the most famous story in his hagiographic tradition. It is
not anomalous, however. It is only the first of an interrelated series of anecdotes that fall into
one of two general (and heuristic) categories that obtain across Sufi hagiography more broadly. The first consists of stories that portray a Sufi lover’s amatory apprenticeship under a
trainer beloved. The story of ‘Erâqi and the qalandari boy is a prototypical example of this
type, and we saw many other such examples in the second section of this chapter. The second
category of stories is focused on celebrations of earthly beauty, and most commonly, the
beauty of male youths. Often times such stories specifically portray the practice of shâhedbâzi, but there are also other less well-defined celebrations of beauty, such as the “Hasan the
Singer” story we will discuss shortly. Far from being quaint anecdotes that can be harmlessly
dispensed with in modern renderings (as Chittick and Wilson do), such stories of the embodied performance of erotic spiritual practices play a central role in constructing a distinct Sufi
form of sexuality.

theory and beliefs presented in it may be closer to the classical or “high” Sufi theoretical tradition or
represent a more vernacular understanding of Sufi theory. Hagiographic materials are, as Bashir observes,
“embedd[ed] in epistemological paradigms particular to the historical setting in which they were produced.”
See: Bashir, Sufi Bodies, 4.
53. For a representative selection, see accounts discussed in: Shamisâ, Shâhed-bâzi dar adabiyât-e Fârsi;
Pourjavady, “Stories of Ahmad al-Ghazālī ‘Playing the Witness’ in Tabriz”; Bashir, Sufi Bodies; Ridgeon,
“The Controversy of Shaykh Awhad al-Dīn Kirmānī.” Similar stories of the same-sex earthly “trainerbeloveds” and shâheds of Sanâ’i, ‘Attâr, and many other medieval Sufi lumanries can be found in the
Majâles al-‘oshshâq. See: Gâzargâhi, Majâles al-oshshâq.
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A Poetic Defense of Sufi Eroticism: The Stories of the Departure from Moltân and Hasan
the Singer of Peerless Beauty
After losing his beloved qalandari youth and joining Bahâ’ al-Din Zakariyâ’s Sufi
lodge, ‘Erâqi stays in Moltân for approximately twenty-five years, according to most accounts. There is little information reported about his life or activities during these two and
half decades. All we are told is that after some initial controversy about ‘Erâqi’s somewhat
antinomian comportment in the Moltân lodge, Zakariyâ eventually realizes his elevated spiritual station and promptly marries his daughter to him—a marriage which produces at least
one child, a son named Kabir al-Din. After these events, the anonymous biographer flashes
forward immediately to the death of Zakariyâ in the following sentence, depicting him naming ‘Erâqi as his spiritual successor (khalifeh) and leader of the Sohrawardi lodge in Moltân.
Medieval Sufi lodges—especially politically and economically powerful ones like the
Sohrawardi lodge in Moltân—were not strangers to the messy battles for power that sometimes occurred upon the death of powerful leaders or other radical changes in the local political scene. According to the anonymous biographer, such a struggle over succession flared up
immediately after the death of Zakariyâ. A group opposed to ‘Erâqi within the Sufi lodge
allied with a disgruntled local ruler to prevent ‘Erâqi from assuming leadership of the
Sohrawardi lodge under the pretense that he “does not preserve his [Zakariyâ’s] traditions,
spends all of his time absorbed in poetry, and his spiritual retreats (khalvat) are with young
men (amradân).”54 The narrative clearly pushes the reader to believe that these accusations
are decidedly secondary to larger political machinations in bringing about the deposal of
‘Erâqi. However, it is not incidental to the larger narrative that one of the pretexts proffered
for rejecting ‘Erâqi’s succession relates to his erotic practices. It indicates to the reader for
the first time that there is something socially suspect about ‘Erâqi’s close association with
young men. The narrator does not defend ‘Erâqi from the charge in this particular case. He
leaves that tension in the text here, but it foreshadows an anxiety that will re-manifest repeat-

54. Anonymous, “Moqaddemeh-ye divân,” 52-53; Jâmi, Nafahât al-ons (ed. Towhidipur), 602-03; Jâmi,
Nafahât al-ons (ed. ‘Âbedi), 600.
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edly throughout the account in a series of stories that all revolve around ‘Erâqi’s interactions
with beautiful male youths.
The first such example is the elaborate story of “Hasan the beautiful singer,” which
occurs after ‘Erâqi is forced to leave Moltân and goes on the hajj pilgrimage.55 He settles in
Anatolia, where he studies the works of Mohyi al-Din ibn ‘Arabi (d. 1240) with his foremost
disciple and step-son, Sadr al-Din Qunawi (d. 1274), in Konya and eventually wins the affection of the celebrated local ruler, Amir Mo’in al-Din Parvâneh (d. 1277). Amir Parvâneh becomes a loyal supporter of ‘Erâqi and builds him his own Sufi lodge in Tuqât. It is here that
the story of the beautiful singer Hasan is set.56
According to the anonymous biography and Jâmi’s Nafahât al-Ons, one day Amir
Parvâneh comes to ‘Erâqi and brings him some gold. ‘Erâqi rejects it, saying that he cannot
“deceive [him] with gold,” and instead asks him to bring “Hasan the singer.”57 Hasan, however, is not any old singer: he is the Justin Timberlake of medieval Anatolia! The accounts describe Hasan as “without peer in beauty and pleasing in elegance” and report that “people had
placed the seal of his love on their hearts and tossed their souls to the wind out of love for
him.” Such is their love for this premodern heartthrob that when Amir Parvâneh’s messenger
arrives to take Hasan to ‘Erâqi’s lodge, “ten thousand men from among Hasan’s lovers gathered and forbid it [i.e., forbid him to leave].” Hasan is only successfully dispatched to Tuqât
after the local governor begins hanging the members of Hasan’s entourage that are defying
Amir Parvâneh’s orders to have Hasan sent to ‘Erâqi’s lodge.
Contrary to Chittick and Wilson’s rendering of this scene, the focus in the original
story is squarely on the peerless beauty of Hasan and the fervent love it has evoked in the
men of his town.58 While his musical skills and melodious voice are part of his powerful al55. Anonymous, “Moqaddemeh-ye divân,” 52-53; Jâmi, Nafahât al-ons (ed. Towhidipur), 602-03; Jâmi,
Nafahât al-ons (ed. ‘Âbedi), 600.
56. Anonymous, “Moqaddemeh-ye divân,” 53-55; Jâmi, Nafahât al-ons (ed. Towhidipur), 603; Jâmi, Nafahât
al-ons (ed. ‘Âbedi), 600.
57. Both the anonymous introduction and Jâmi relate the same story with some differences in wording. I have
based my translations on the anonymous introduction. See: Anonymous, “Moqaddemeh-ye divân,” 55-56;
Jâmi, Nafahât al-ons (ed. Towhidipur), 603; Jâmi, Nafahât al-ons (ed. ‘Âbedi), 601.
58. As in the case of the story of ‘Erâqi’s qalandari “trainer beloved,” Chittick and Wilson completely eliminate
sections of this story and transform the remainder of the narrative, “straightening” it by removing the
central focus of the story: Hasan’s beauty and the force it exerted on those around him. Hasan’s beauty is
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lure, his effect on his army of lovers and ‘Erâqi cannot be reduced to the impact of these technical skills alone. The hagiographer’s passing mention that most of the men in love with
Hasan are not true lovers (‘âsheq), but rather only fornicators (fâseq), reinforces the point
that the extraordinary interest in Hasan is a product of his physical beauty more than anything
else. Moreover, Chittick and Wilson’s account here also misses the antithesis created by the
anonymous author between the gold that Amir Parvâneh first brings (and ‘Erâqi rejects) and
Hasan’s beauty, which is the currency that Sufi lovers such as ‘Erâqi trade in.
When Hasan finally arrives in Tuqât, ‘Erâqi goes out to meet him, and after settling
him in his Sufi lodge, they commence a three-day marathon of samâ’.59 Although it is not
made explicit in the narrative, it is likely that Hasan’s role in ‘Erâqi’s lodge would have been
both as a samâ’ musician and, more importantly, a shâhed. The writings of ‘Ayn al-Qozât
Hamadâni, Ruzbehân Baqli, and other prominent Sufi figures indicate that the singer (qavvâl)
may also function as a shâhed in some cases, and given ‘Erâqi’s strong association with this
practice and Hasan’s celebrated beauty, it is likely that premodern readers would have understood Hasan as functioning in this dual role. He would have been seen, in other words, as
providing spiritual fuel to the samâ’ session through both his beauty and melodious poetic
recitation.60
Nothing in the narrative itself comments directly on the scene or offers a defense of
‘Erâqi’s actions in this anecdote (as will be the case in later episodes). All that we are told is
that these three days of samâ’ with Hasan are a very poetically productive period for ‘Erâqi:
“he composed many good poems in these three days,” the narrator reports, and he lists the
first line of three of these poems in particular.61 These poems were clearly not chosen at random. They have both theoretical and narrative import for the hagiography. Although the narrative itself does not address the cultural anxiety that we learned earlier clouds ‘Erâqi’s asso-

never even mentioned and his “lovers” become “admirers,” which we are led to believe admire him for his
music skills, not his beauty. See: Chittick and Wilson, “Introduction,” 50-51.
59. On samâ’, see footnote 6, chapter 4.
60. See: Hamadâni, “Tamhidât,” 321; Ritter, The Ocean of the Soul, 513-15; Ridgeon, “The Controversy of
Shaykh Awhad al-Dīn Kirmānī,” 9.
61. Anonymous, “Moqaddemeh-ye divân,” 56.

188

ciation with beautiful youths, the poems take this issue head on and mount a vigorous defense
of the use of earthly beauties as spiritual catalysts.
The first poem opens with the image of Love (‘eshq) as the simorgh (a phoenix-like
figure), treating Love as an abstract, unknowable force in the opening seven lines before embodying it in the remainder of the poem in a beloved with a face, lips, eyes, and locks that entrap the poet.
1

Love is a phoenix for whom there is no trap.
In both worlds there is no sign or name for it.

2

Indeed no one has found its quarter,
for there are no footprints in its field.

3

In its heaven of soul-enlivening union,
there are no pure wine-drinkers except from its lips.

4

The entire world drinks its cup to the bottom,
although the world is not outside the cup.

5

My morning and night are its cheeks and tresses,
although where it is there is not morning or night.

6

Suddenly if it casts off the veil from its face,
it will unsuccessfully come face to face with the world—for it [the world] does
not exist.

7

O morning breeze, if you pass by its [Love’s] quarter
we only have this message for it:

8

O tranquil heart—our very soul is you—
not even one moment is tranquil without you.

9

Everyone in this world is desirous of something,
[but] there is no other aim or desire for us save your lips.

10

Everyone who has a beloved carries his name on his lips,
[but] our beloved does not have a name.

11

Since your lips and eyes intoxicated us
our sweetmeats have been nothing but your sugar and almonds.

12

Since our hearts became entangled in your tresses
our work has been nothing but lassos and traps.

13

The fortunate one in both worlds is your lover—
he has no ill-wisher!
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14

Begin a love affair with ‘Erâqi!
Even though he is not worthy of such a blessing.62
‘Erâqi focuses on describing the abstract force Love (‘eshq) until the midpoint of the

poem (lines 7-8) where he pivots, apostrophizing the morning breeze and requesting it to take
a message to Love. The transition here from the treatment of Love in the first seven lines to
the inset message to Love in the final seven lines is crucially important. It marks both an important structural feature of the poem’s organization, and it poetically performs the necessary
transformation of Love into the figures of the Beloved and Lover. As ‘Erâqi himself details in
his prosimetric work on Sufi love theory, the Lama’ât, before love enters the world, it is without “name or sign”—a point which ‘Erâqi reiterates in this poem here as well. In its descent/
emanation into the created world (which actually creates the world itself, ref. line 6), it takes
on the forms of beloved and lover and sets in motion the eternal quest of the lover (human
beings) for the beloved. This process is mirrored in this and the two subsequent poems and
plays out throughout ‘Erâqi’s biography as he falls in love with one beautiful beloved after
another.63
The shift from Love to the beloved/lover dyad is emphasized in this poem through the
device of an inset love letter. The unknowable and “veil[ed]” Love (‘eshq) becomes a slightly
more knowable Beloved (ma’shuq) (line 10) in the second half of the poem—a point which is

62. Full translation of this poem is provided in Appendix I. Persian text taken from: ‘Erâqi, Kolliyât-e Fakhr alDin ‘Erâqi (ed. Mohtasham), 234-35. See other version here: ‘Erâqi (Hamadâni), Kolliyât-e ‘Erâqi (ed.
Nafisi), 159-60. Persian text of portions translated above:
در دو ﻋﺎﻟﻢ زو ﻧﺸﺎن و ﻧﺎم ﻧﯿﺴﺖ
ﻋﺸﻖ ﺳﯿﻤﺮغ اﺳﺖ ﮐﻮرا دام ﻧﯿﺴﺖ
ﮐﺎﻧﺪر آن ﺻﺤﺮا ﻧﺸﺎن ﮔﺎم ﻧﯿﺴﺖ
ﭘﯽ ﺑﻪ ﮐﻮی او ﻫﻤﺎﻧﺎ ﮐﺲ ﻧﺒﺮد
ﺟﺰ ﻟﺐ او ﮐﺲ رﺣﯿﻖ آﺷﺎم ﻧﯿﺴﺖ
در ﺑﻬﺸﺖ وﺻﻞ ﺟﺎناﻓﺰای او
ﮔﺮﭼﻪ ﻋﺎﻟﻢ ﺧﻮد ﺑﺮون از ﺟﺎم ﻧﯿﺴﺖ
ﺟﻤﻠﻪ ﻋﺎﻟﻢ ﺟﺮﻋﻪﭼﯿﻦ ﺟﺎم اوﺳﺖ
ﮔﺮﭼﻪ آﻧﺠﺎ ﮐﻮﺳﺖ ﺻﺒﺢ و ﺷﺎم ﻧﯿﺴﺖ
ﺻﺒﺢ و ﺷﺎﻣﻢ ﻃﺮه و رﺧﺴﺎر اوﺳﺖ
 ﻧﯿﺴﺖ،ﺳﺮ ﺑﻪ ﺳﺮ ﻋﺎﻟﻢ ﺷﻮد ﻧﺎﮐﺎم
ﻧﺎﮔﻪ از رخ ﮔﺮ ﺑﺮاﻧﺪازد ﻧﻘﺎب
ﻧﺰد او ﻣﺎ را ﺟﺰ اﯾﻦ ﭘﯿﻐﺎم ﻧﯿﺴﺖ
ای ﺻﺒﺎ ﮔﺮ ﺑﮕﺬری در ﮐﻮی او
ﺑﯽ ﺗﻮ ﻣﺎ را ﯾﮏ ﻧﻔﺲ آرام ﻧﯿﺴﺖ
ای دل آراﻣﯽ ﮐﻪ ﺟﺎن ﻣﺎ ﺗﻮﯾﯽ
ﺟﺰ ﻟﺒﺖ ﻣﺎ را ﻣﺮاد و ﮐﺎم ﻧﯿﺴﺖ
ﻫﺮﮐﺴﯽ را ﻫﺴﺖ ﮐﺎﻣﯽ در ﺟﻬﺎن
 ﻣﻌﺸﻮق ﻣﺎ را ﻧﺎم ﻧﯿﺴﺖ،ﻣﯽﺑﺮد
ﻫﺮ ﮐﺴﯽ را ﻧﺎم ﻣﻌﺸﻮﻗﯽ ﮐﻪ ﻫﺴﺖ
ﻧﻘﻞ ﻣﺎ ﺟﺰ ﺷﮑﺮ و ﺑﺎدام ﻧﯿﺴﺖ
ﺗﺎ ﻟﺐ و ﭼﺸﻢ ﺗﻮ ﻣﺎ را ﻣﺴﺖ ﮐﺮد
ﮐﺎر ﻣﺎ ﺟﺰ ﺑﺎ ﮐﻤﻨﺪ و دام ﻧﯿﺴﺖ
ﺗﺎ دل ﻣﺎ در ﺳﺮ زﻟﻒ ﺗﻮ ﺷﺪ
دوﺳﺘﯽ )ﭼﻮن( ﺗﻮﺳﺖ دﺷﻤﻨﮑﺎم ﻧﯿﺴﺖ
ﻧﯿﮑﺒﺨﺘﯽ را ﮐﻪ در ﻫﺮ دو ﺟﻬﺎن
ﮔﺮ ﭼﻪ او در ﺧﻮرد اﯾﻦ اﻧﻌﺎم ﻧﯿﺴﺖ
ﺑﺎ ﻋﺮاﻗﯽ دوﺳﺘﯽ آﻏﺎز ﮐﻦ
63. For full account of ‘Erâqi’s love theory in the Lama’ât, see: ‘Erâqi (‘Irâqi), Divine Flashes; Miller, “‘The
Ocean of the Persian’.” For the important differences between earlier theories of love (e.g., Ahmad alGhazâli’s) and ‘Erâqi’s, see: Pourjavady, “The Concept of Love in ‘Erāqi and Ahmad Ghazzāli”; Miller,
“‘The Ocean of the Persian’.”

190

emphasized too in the pronoun switch from the third person “it/he/she/its/his/her” (u) of the
first seven lines to the second person “you/your” in the remainder of the poem. While Love
may be traceless (line 1) or only veiledly glimpsed in the morning or night (lines 5-6), the
Beloved of the second half of the poem has lips, eyes, and tresses that excite considerable desire in the poet and ultimately trap and enslave him (lines 9, 11-12). This is the nature of the
lover’s condition, as ‘Erâqi says in line 12: “since our hearts became entangled in your tresses / our work has been nothing but lassos and traps.”
The image complex in line 12 of “locks,” “lassos,” and “traps” is central to the
poem’s function here. At a poetic level, the “lassos and traps” of the second hemistich are extensions of the “tresses” image of the first hemistich (the tresses, locks, and curls of the
beloved in medieval Persian literature symbolically function as “traps” or “snares” for
lovers). However, the relation between these images has a metaphysical layer as well because
the “tresses” of the beloved in traditional Sufi hermeneutics are also a symbol for the manifested, phenomenal “majâzi” world.64 The line, re-read with this in mind, makes a much
stronger statement: since ‘Erâqi’s soul has become “entangled” in the “metaphoric” (majâzi)
world, he has dedicated “all [his] work” to the embodied “lassos and traps” that will eventually lead him to his real (haqiqi) Beloved. This love play with the embodied “tresses” of the
Beloved is not something to be ashamed of—these are the machinations of Love itself. As we
saw earlier, it is Love/God itself/himself who is the matchmaker in these affairs, lovingly
coaxing his chosen lovers into these “traps,” these honeypots of his infinite beauty embodied.
The last line of the first poem nicely segues into the second poem identified by the
anonymous author as inspired by Hasan’s presence in Tuqât. It concludes by entreating the
Beloved to “begin a love affair with ‘Erâqi,” and the second poem picks up exactly where the
first leaves off: with ‘Erâqi “entangled” in the “tresses” of the phenomenal world and looking
for the Beloved. The second poem is one of ‘Erâqi’s famous tarji-bands (strophic poems),

64. For tresses as a symbol of the phenomena of the manifested world in the Sufi hermeneutical tradition, see:
Nurbakhsh, Sufi Symbolism (I-XVI), 1:76-77. Given the context of this poetic citation in ‘Erâqi’s
hagiography, it is likely that the anonymous author had this interpretation in mind. Please note, however, I
am not endorsing here the uncritical use of Sufi lexicons for the interpretation of Sufi poetry. For my views
on sufi lexicons, please see chapter three.
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and it elaborates in exquisite poetic detail for a full seven stanzas (56 lines) the poet’s pursuit
of an elusive beloved in the poetic world of the winehouse.65 It develops the story of the “love
affair” that ‘Erâqi seeks in the second half of the first poem, but there are no abstract or philosophical discussions of love here as in the first and third poems. The winehouse world of the
second poem revolves around a more concrete, even if still somewhat distant, beloved: one
who has seduced the poet-lover (5:2) and entrapped him (6:4; 7:4) through “amorous
glances,” “coquetry,” “fair cheeks,” luscious lips, and “beautiful images and idols.” 66 The
gender of the beloved is not left ambiguous either. In the second line of the poem, ‘Erâqi
makes it explicit by asking his readers to “recite the secret of the two worlds from the pleasant down of the idol’s [beloved’s] cheek.” He then reinforces the masculine gendering of the
beloved in his later identification of him as a “cupbearer” (sâqi) with a “downy cheek” (4:3)
that puts even Khidr and the waters of life to shame.67 Homoeroticism suffuses the poem and
animates its poetic world as the poetic gaze remains firmly fixed on this young male Beloved
throughout its fifty-six lines.
The young ephebe that ‘Erâqi is “pining for” in this poem is ultimately a figuration of
the divine Beloved. The poem does not allow much room for ambiguity on this point. However, as ‘Erâqi quite explicitly asserts in a number of lines, he is still striving to reach the divine Beloved—despite his best efforts, he has not reached him yet (1:3; 3:1,7; 5:6; 6:6).
‘Erâqi begins the poem with a direct statement of this fact, clearly informing the reader of his
position on the earthly/divine love spectrum:

65. The extraordinary length of this tarji’-band prevents a full analysis of it here. However, a full translation of
this poem is provided in Appendix I. The poem itself is a masterpiece and was apparently one of ‘Erâqi’s
most famous poems in the medieval period. In addition to appearing in the anonymous introduction, it also
is cited in Kâshefi’s poetic treatise and ‘Abd al-Nabi Qazvini’s famous Tazkereh-ye Meykhâneh. There is a
disagreement over the length of this tarji’-band. Qazvini lists it as fourteen bands long, Nafisi puts it at
fifteen, but Mohtasham in her critical edition splits these longer versions into two separate tarji’-bands. As
elsewhere, I have followed Mohtasham’s edition here. See: ‘Erâqi (Hamadâni), Kolliyât-e ‘Erâqi (ed.
Nafisi), 133-40; Kâshefi Shirâzi, Badâ’e’ al-afkâr, 74; ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed.
Mohtasham), 91-98, 264-268; Qazvini, Tazkereh-ye may-khâneh, 50-56. On the figure of ‘Abd al-Nabi
Qazvini, see: Losensky, “‘Abd al-Nabī Qazvīnī.” On Kâshefi, see the opening pages of chapter one (and
accompanying footnotes) and: van Ruymbeke, “Kashifi’s Forgotten Masterpiece”; van Ruymbeke,
“Kāshifī’s Powerful Metaphor.”
66. Since stanzaic poems are typically cited by stanza and line, I have used the following in-text citation format
when discussing this poem: stanza:line(s).
67. The figure of the cupbearer in Persian poetry—like many of its European counterparts as well—has a long
tradition of being understood as a beautiful, youthful male—in short, a Ganymede figure. See: Yarshater,
“The Theme of Wine-Drinking and the Concept of the Beloved in Early Persian Poetry,” 48-53.
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Sit, drink wine, and be merry
with the rogues in the winehouse!
Recite the secret of the two worlds from the pleasant down of the idol’s cheek—but
don’t reveal it!
I have been seduced by beautiful images and idols
(and) for this reason I am not arriving to the master artist.68
Far from incidental, it is ‘Erâqi’s “not arriving to the master artist [the divine Beloved]” that
is the driving force of the poem. The “master artist” has “seduced” him, and he has fallen in
his “traps” (i.e., the “beautiful images and idols”), but “[the Beloved] has not yet become
[his] intimate” (3:1; 6:4).69 ‘Erâqi hopes to “one day” reach the divine Beloved (6:6-7), but it
is clear that in this poem he remains throughout at some remove from this “seducer of the
age” whom he seeks to “catch a whiff of” in the winehouse (3:1; 5:2; 6:4; 7:4), as he says in
the poetic refrain:
I am drinking a goblet in the winehouse
in hopes that I will catch a whiff of you.70
To put it in terms of Sufi love theory, the poet here is stuck on the metaphoric, embodied bridge to the divine Beloved. The poem as a whole, in fact, reads as a sustained meditation on the Sufi lover’s predicament: they have awoken to the reality that there is a divine
Beloved above and beyond all of these earthly beloveds, but they are drawn to the embodied
forms of beauty (the Beloved’s “tresses,” “idols,” and “bait”) in the phenomenal world that
reflect him while they await reunion with the “master artist” (1:2-3; 6:4; 7:1, 4). While true
Sufis will never be completely satisfied with these majâzi embodiments of the Real (they
should always be searching like ‘Erâqi in this poem), this does not mean that they will not
avail themselves of divine assistance when the divine Beloved offers one of his beautiful, em-

68. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 264-68. Persian text:
ﺑﻨﺸﯿﻦ و ﺷﺮاب ﻧﻮش و ﺧﻮش ﺑﺎش
در ﻣﯿﮑﺪه ﺑﺎ ﺣﺮﯾﻒ ﻗﻼّش
ﺳﺮّ دو ﺟﻬﺎن وﻟﯽ ﻣﮑﻦ ﻓﺎش
از ﺧﻂّ ﺧﻮش ﻧﮕﺎر ﺑﺮ ﺧﻮان
زﯾﻦ رو ﻧﻤﯽ رﺳﻢ ﺑﻪ ﻧﻘّﺎش
ﺑﺮ ﻧﻘﺶ و ﻧﮕﺎر ﻓﺘﻨﻪ ﮔﺸﺘﻢ
69. See ‘Ayn al-Qozât and ‘Erâqi’s quotes above on the Beloved’s use of earthly beloveds as “traps.”
70. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 264-68. Persian text:
ﺑﺎﺷﺪ ﮐﻪ ﺑﯿﺎﺑﻢ از ﺗﻮ ﺑﻮﯾﯽ
در ﻣﯿﮑﺪه ﻣﯽﮐﺸﻢ ﺳﺒﻮﯾﯽ
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bodied tresses (“his curls grabbed my hand”) to help pull them across the bridge (7:4). Even
at the end of this poem, however, ‘Erâqi has not quite crossed the bridge. He is left still
searching for “whiffs” of the Beloved in the winehouse—an excellent metaphor for the Sufi
lover’s practice of contemplating the beauty of the Beloved in the form of earthly beloveds.
For like the bodily sensation of catching a wafting whiff, shâhed-bâzi simultaneously
grounds the lover in a present embodied reality while pointing to something beyond it, or
rather to something that is there, but is only perceptible in residual form.
The final poem listed by the anonymous author as being composed by ‘Erâqi in his
encounter with Hasan is a long ghazal reminiscent of the more theoretical treatment of Sufi
love theory seen in the first poem. It is the only one of the three that Jâmi also reproduces in
his account of ‘Erâqi’s hagiography, making it doubly important and, apparently in Jâmi’s
view, capable of encapsulating the message of all three poems.71 It begins with the cosmic,
pre-eternal image of Love bringing “the nine spheres” into “motion, searching” (tak u tâz)—a
“motion” and “search,” we should note, that was just elaborated in a microcosmic form for
the reader in the preceding poem.
1

Who knows which instrument is the instrument of Love’s merriment
whose bow sets the nine spheres in motion, searching?

2

It brought the whole universe into a dance with one stroke of the bow;
the soul of the world is itself a melody of this musician (pardeh-navâz).

3

The world is a veiled echo of this tune (pardeh)—who knows
what this song (pardeh) is and what secret is in this tune/veil (pardeh)?72
Punning in these lines on the word pardeh (“veil” or “tune, song, musical mode”),

‘Erâqi again returns in this poem to explicate in rich poetic imagery the Sufi metaphysics of
love. Love, the necessary existent, does not just create the world, but brings “the whole universe into a dance with one stroke of the bow” (line 2). The created world is only an “echo,”
71. Jâmi, Nafahât al-ons (ed. Towhidipur), 603; Jâmi, Nafahât al-ons (ed. ‘Âbedi), 601.
72. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 322. Persian text:
ﮐﺰ زﺧﻤﻪٔ او ﻧﻪ ﻓﻠﮏ اﻧﺪر ﺗﮏ و ﺗﺎز اﺳﺖ
ﺳﺎز ﻃﺮب ﻋﺸﻖ ﮐﻪ داﻧﺪ ﮐﻪ ﭼﻪ ﺳﺎز اﺳﺖ
ﺧﻮد ﺟﺎن ﺟﻬﺎن ﻧﻐﻤﻪٔ آن ﭘﺮدهﻧﻮاز اﺳﺖ
آورد ﺑﻪ ﯾﮏ زﺧﻤﻪ ﺟﻬﺎن را ﻫﻤﻪ در رﻗﺺ
ﮐﯿﻦ ﭘﺮده ﭼﻪ ﭘﺮدﺳﺖ و درﯾﻦ ﭘﺮده ﭼﻪ راز اﺳﺖ
ﻋﺎﻟﻢ ﭼﻮ ﺻﺪاﺋﯿﺴﺖ ازﯾﻦ ﭘﺮده ﮐﻪ داﻧﺪ
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a veiled version, of Love’s song (pardeh), but within it there is hidden a secret that the
cognoscenti can discover (lines 3-4).
4

There is a secret in this song/veil (pardeh)—when you come upon it (lit.
experientially know it/beh-shenâsi),
you will understand (dâni) why The Real is in the binds of metaphor (majâz).

5

You will understand why Mahmud’s mind
is always distraught in the tresses of Ayâz,

6

(and) why the beauty of the fair ones’ faces—who all are the essence of coquetry—
is in need of the need of the lovers’ hearts.

7

Love appears each moment in a different color,
in one place coquetry, in another need.

8

When it appears in the form of the lover, all is painful pining;
when it appears in the garb of the beloved, all is merriment and music.

9

From that spark that Love struck from the fair faces of the beautiful idols,
the lovers’ hearts are all on fire and melting and withering away.

10

The path of Love is very close and merry;
any way other than this is long and far.

11

A drunk that is drunk on the path of Love,
his merry drunken dreams are the very essence of prayer.

12

Last night when they did not permit us to enter the Sufi lodge,
I went to the door of the winehouse and saw it was shut too.

13

But then a song arose from within the winehouse:
“‘Erâqi, lose yourself, for the door of the winehouse is open!”73
The second section of this poem centers on a sharp yet subtle riposte to the narrative’s

omnipresent “accusers” (modda’iyân). As we saw earlier and will see again, anonymous crit-

73. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 322. Persian text:
داﻧﯽ ﮐﻪ ﺣﻘﯿﻘﺖ ز ﭼﻪ درﺑﻨﺪ ﻣﺠﺎز اﺳﺖ
رازﯾﺴﺖ درﯾﻦ ﭘﺮده ﭼﻮ آﻧﺮا ﺑﺸﻨﺎﺳﯽ
ﭘﯿﻮﺳﺘﻪ ﭘﺮﯾﺸﺎنِ ﺳﺮ زﻟﻒ اﯾﺎز اﺳﺖ
ﻣﻌﻠﻮم ﮐﻨﯽ ﮐﺰ ﭼﻪ ﺳﺒﺐ ﺧﺎﻃﺮ ﻣﺤﻤﻮد
ﺣﺴﻦِ رخِ ﺧﻮﺑﺎن ﮐﻪ ﻫﻤﻪ ﻣﺎﯾﻪٔ ﻧﺎز اﺳﺖ
ﻣﺤﺘﺎجِ ﻧﯿﺎزِ دلِ ﻋﺸﺎق ﭼﺮا ﺷﺪ
ﻧﺎزاﺳﺖ ﯾﮑﯽ ﺟﺎی و دﮔﺮ ﺟﺎی ﻧﯿﺎز اﺳﺖ
ﻋﺸﻘﺴﺖ ﮐﻪ ﻫﺮ دم ﺑﻪ دﮔﺮ رﻧﮓ ﺑﺮآﯾﺪ
در ﮐﺴﻮت ﻣﻌﺸﻮق ﭼﻮ آﯾﺪ ﻫﻤﻪ ﺳﺎز اﺳﺖ
در ﺻﻮرت ﻋﺎﺷﻖ ﭼﻮ ﺑﺮآﯾﺪ ﻫﻤﻪ ﺳﻮزﺳﺖ
ﻗِﺴﻢِ دل ﻋﺸﺎق ﻫﻤﻪ ﺳﻮز و ﮔﺪاز اﺳﺖ
زان ﺷﻌﻠﻪ ﮐﻪ از روی ﺑﺘﺎنْ ﻋﺸﻖ ﺑﺮاﻓﺮوﺧﺖ
ﻫﺮ ره ﮐﻪ ﺟﺰ اﯾﻨﺴﺖ ﻫﻤﻪ دور و دراز اﺳﺖ
راﻫﯿﺴﺖ ره ﻋﺸﻖ ﺑﻐﺎﯾﺖ ﺧﻮش و ﻧﺰدﯾﮏ
ﺧﻮابِ ﺧﻮشِ ﻣﺴﺘﯿﺶ ﻫﻤﻪ ﻋﯿﻦ ﻧﻤﺎز اﺳﺖ
ﻣﺴﺘﯽ ﮐﻪ ﺧﺮابِ رهِ ﻋﺸﻘﺴﺖ در آن ره
رﻓﺘﻢ ﺑﻪ در ﻣﯿﮑﺪه دﯾﺪم ﮐﻪ ﻓﺮازﺳﺖ
در ﺻﻮﻣﻌﻪ ﭼﻮن ﺑﺎر)راه( ﻧﺪادﻧﺪ ﻣﺮا دوش
در ﺑﺎز ﺗﻮ ﺧﻮد را ﮐﻪ در ﻣﯿﮑﺪه ﺑﺎز اﺳﺖ
از ﻣﯿﮑﺪه آواز ﺑﺮآﻣﺪ ﮐﻪ ﻋﺮاﻗﯽ
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ics are repeatedly portrayed as suspecting and defaming ‘Erâqi throughout the hagiography
because he spends a great deal of time hanging around “fair face[d] beautiful idols” (lines 6,
9) such as the qalandari boy, Hasan, and other unnamed earthly (male) beloveds (pesar, amrad). Such congresses would have been viewed as fraught with the possibility for sexual indiscretions; however, ‘Erâqi suggests in this poem that their suspicion of his moral probity is
a product of their spiritual ignorance. They do not properly understand the nature of earthly
beauty and its spiritual potency in the hands of a Sufi master. To paraphrase the main thrust
of lines 4-6, ‘Erâqi gently rebukes these anonymous figures, saying “if you knew the secret I
know, you would understand why The Real (i.e., God) is contained in the ‘metaphoric’ earthly beloveds described throughout this hagiography.” While the nature of the “secret” is left
somewhat vague here, discerning this secret will, he promises, allow them to “understand
(dâni) why The Real is in the binds of metaphor/embodiment (majâz)”—in other words, how
“The Real (haqiqat)” is perceivable through phenomenal, metaphoric forms/bodies (majâz)
(lines 3-4). He illustrates this theoretical point in the following line (again) through the example of the famous same-sex lovers of the Persian literary tradition, Mahmud and Ayâz, cautioning the reader that they will only understand Mahmud’s love for his slave Ayâz when
they “come upon (lit. experientially know/be-shenâsi)” this secret in Love’s (God’s) “song/
veil” (pardeh) (lines 4-5).
The “secret” of Love and the “dance” and “searching” of lovers and beloveds that it
initiates with its tune (lines 1-2) is that all of existence is to some extent the product of one
great cosmic love affair. As Sufi love theorists like ‘Erâqi explain at length in their treatises,
Love is the origin of everything, and it creates the universe in order to know itself through the
“love play” (‘eshq-bâzi) of beloveds and lovers.74 Lovers of all types and stripes—divine,
earthly, same-sex, and heterosexual alike—participate in this primordial tango whether they
are conscious of its metaphysical implications or not. Love excites them to desire through the
beauty of their beloveds (“the spark that Love struck from the fair faces of beautiful idols”),

74. Again, see citations in footnote 63, chapter 4 on the difference between ‘Erâqi and earlier Persian Sufis’
theories of love.
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igniting the fires of Love in the lovers’ hearts (lines 1-2, 6-9).75 To Sufis like ‘Erâqi, the cosmic force of desire drawing lovers to their beautiful beloveds is as real and fundamental to
the operation of the universe as gravity and it can be channeled for unparalleled spiritual advancement on the “path of Love” (râh-e ‘eshq, line 10). Critics (including some Sufis, see
line 12) who do not “(experientially) know” this secret are simply not yet far enough along
on the spiritual path to understand the higher erotic arts of Sufi love play (‘eshq-bâzi). They
should, in the view of the anonymous hagiographer and ‘Erâqi, recognize their spiritual immaturity and withdraw their misguided accusations.
Their aesthetic contribution to ‘Erâqi’s hagiography aside, these poems capture in
verse some of the most recondite and subtle points of Sufi love theory, and the author of this
work marshals them here to legitimate ‘Erâqi’s seemingly endless number of spiritual rendezvous with earthly beloveds both before and especially after this episode. Their shared focus on the necessity of “metaphoric/embodied bridges” forms an integral part of the hagiography’s defense of the spiritual and poetic utility of earthly beloveds for the mystical lover. In
other words, it is important that these poems are not passed over as only incidental ornamentation for a biographical anecdote recounting ‘Erâqi’s request to Amir Parvâneh to bring
“Hasan the Singer of peerless beauty” for a samâ’ session. They function as a form of poetic
argumentation whose effect on the reader is augmented by the imaginative performance context into which the anonymous hagiographer places them. The anonymous author’s defense
of ‘Erâqi’s erotic practices is not just stated in the hagiography; it is imaginatively performed
for the reader by the very individual whose presence, the author realizes, provokes social opprobrium from some quarters of the medieval Islamic establishment. With all eyes on him in
the story, so to speak, the “beautiful idol” of this samâ’ assembly (e.g., Hasan) performs
‘Erâqi’s poetic self-defense. By the time readers reach the end of his performance, they
should understand—theoretically, at least—why ‘Erâqi is always so interested in beautiful
youths (amradân) like Hasan, the qalandari youth, and the numerous others discussed later in

75. See ‘Erâqi’s treatise on Sufi love theory, the Lama’ât, on this point: ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi
(ed. Mohtasham), 451ff; ‘Erâqi (‘Irâqi), Divine Flashes. For a summary of the primary theoretical points of
his love theory in this work, see: Miller, “‘The Ocean of the Persian’.”
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his hagiography: for him, they are the “tresses,” the “lassos and traps,” of the Beloved that
function as the means by which the “seducer of the age” (i.e., God/the Beloved) “trap[s]”
lovers like him and lures/pulls them across the “metaphoric/embodied” bridge to himself.
They embody his absolute beauty to a certain degree and the desire evoked by these beautiful
human bodies can catalyze (when properly channeled) the cosmic love affair with the ultimate Beloved who is beyond form yet reflected in all of them. These poems, strategically inserted into ‘Erâqi’s prose hagiography, present with poetic flair the theoretical case for this
deeply embodied understanding of Sufi eroticism.
Meditating on Embodiments of Beauty: Stories of ‘Erâqi Engaged in Shâhed-bâzi
While the stories of ‘Erâqi’s qalandari trainer beloved and the beautiful singer Hasan
are the most elaborately developed episodes in ‘Erâqi’s hagiography, they are not the only
stories about his erotic interests. Another set of related anecdotes are principally concerned
with exculpating ‘Erâqi from charges of improper conduct with shâheds (all of which are,
again, completely excised from Chittick and Wilson’s version of ‘Erâqi’s hagiography).
These stories are interesting as much for what they do not say as for what they do say. Their
foci, objects of censure, and implicit textual assumptions all provide important insights into
the discursive construction and policing of desire in medieval Persianate Sufism.
The first story appears in Dowlatshâh Samarqandi’s account of ‘Erâqi’s life in Tazkerat al-Sho’arâ. Although the story of ‘Erâqi falling in love with the qalandari youth and following him to India is the most common explanation offered in ‘Erâqi’s hagiographic tradition for his travel to India, Dowlatshâh maintains that a different event precipitated this
migration. According to his sources, ‘Erâqi began his Sufi training in Baghdad under the tutelage of the great Sufi master Shihâb al-Din Abu Hafs ‘Omar Sohrawardi (d. 1234) and there
he spent his time “with the beautiful ones, gazing purely upon young men” (beh nazar-e pâke al-fatâ). This practice, however, eventually led to a strain in ‘Erâqi and Sohrawardi’s
relationship:
It is related that Sheykh ‘Erâqi was always with the beautiful ones, gazing
purely at young men (al-fatâ). One day Sheykh Shihâb al-Din was told that
‘Erâqi was in the market, seated face to face with a young (male) horse-shoe
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maker (pesar), gazing at him. Sheykh Shihâb al-Din rebuked Sheykh ‘Erâqi
and said: “This gazing that you do starts a fire in the dervish’s house of honor.
Do you not see that critics lie in ambush and level allegations against the ascetics!” ‘Erâqi, in response, said: “O my Sheykh, where is he not that you are
seeing duality?” Finally the Sheykh grew tired of ‘Erâqi’s impudence and
‘Erâqi pleaded with him and wept until the Sheykh was pleased with him
(again). (But) in punishment for this insolence, he said: “You must go to India
and be refined like silver in the metallurgic shop in that center of asceticism
there. You must be in that obscurity.”76
Sohrawardi rebukes ‘Erâqi twice in this account, but not for the reasons one might initially suspect.77 His initial castigation of ‘Erâqi—i.e., “[t]his gazing that you do starts a fire in
the dervishs’ house of honor...”—is focused on his irresponsible practice of this controversial
spiritual technique in the middle of the town market where “critics lie in ambush and level allegations against the ascetics.” It reads primarily as an expression of exasperation at ‘Erâqi’s
lack of regard for the public image of Sufis. Sohrawardi’s response to this news does register
a considerable degree of anxiety about this erotic practice amongst Sufis, but it is important
to note that his criticism in this account is not directed against the practice of shâhed-bâzi per
se or its underlying homoeroticism. Indeed, the source of the anxiety is not made explicit in
the account. Rather, it haunts it and assumes that the reader will possess the proper cultural
knowledge to understand what about the scene has the potential to “start a fire in the
dervishs’ house of honor.”
Sohrawardi’s second rebuke of ‘Erâqi in this anecdote is no help in this matter either.
Dowlatshâh tells us he grows “tired” of ‘Erâqi and dispatches him to India, partly in punishment, but more for additional spiritual refinement. The progression of the dialogue between
them makes clear, however, that ‘Erâqi’s sin in this second instance is not shâhed-bâzi.
Sohrawardi’s patience with ‘Erâqi runs out due to the extraordinary “impudence” (gostâkhi)
and “insolence” (jor’at) that ‘Erâqi displays towards him in his cheeky reply to his warning
about the premodern public relations nightmare that the open practice of shâhed-bâzi creates
for the Sufis. ‘Erâqi’s response—“O my Sheykh, where is he not that you are seeing duali-

76. See: Samarqandi, Tazkerat al-sho’arâ (ed. ‘Abbâsi), 238; Samarqandi, Tazkerat al-sho’arâ (ed. ‘Alâqeh),
373.
77. Please note, my concern here is with how Dowlatshâh presents Sohrawardi’s critique of ‘Erâqi’s practice of
shâhed-bâzi, not Sohrawardi’s views of shâhed-bâzi as a historical figure.
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ty?”—actually goes beyond “cheeky”; it is confrontational and insulting in the extreme because in it ‘Erâqi is implicitly calling into question Sohrawardi’s spiritual knowledge. He is
saying, in effect, “haven’t you reached the station in which you realize all is one and God’s
beauty is reflected in everything and, especially, in these beautiful human forms that I gaze
at?” The insult is compounded by the fact that ‘Erâqi’s response unfairly impugns Sohrawardi while not even addressing the main point of his admonition, which revolves around the
problems (“fire,” “allegations”) that ‘Erâqi’s open association with beautiful youths causes
for Sufis as a social group and institution. The relationship between a Sufi disciple and master
in medieval Sufism was strictly hierarchical, and the master was to be regarded as second
only to God in the disciple’s universe. Defying or disrespecting him in the flagrant way
‘Erâqi does in this anecdote would have been regarded by later Sufis reading this account as a
grave breach of Sufi protocol (adab) and ample reason for him to be dispatched to India for
“refine[ment].”
There is, however, still a piece missing from this picture. If Sohrawardi is upset because of the public way ‘Erâqi practices shâhed-bâzi and his subsequent insolent response,
then what is the source of Sohrawardi’s original anxiety regarding shâhed-bâzi that causes
him to fear for the reputation of his Sufi order and impels him to confront ‘Erâqi in the first
place? What precise element of shâhed-bâzi, in other words, provokes the “critics” to make
“allegations” against ‘Erâqi and the other Sufis who engage in such erotic spiritual practices?
The second anecdote that I will discuss clarifies what issue is really at stake here.
Returning to the accounts of the anonymous biographer and Jâmi, the next major
event in ‘Erâqi’s life is his departure for Cairo. As was the case when he departed from
Moltân, ‘Erâqi is forced to leave his Sufi lodge in Tuqât due to political circumstances. The
Mongols execute his patron, Amir Parvâneh, on the suspicion that he had aided the Mamluks
in their invasion of Anatolia, and ‘Erâqi comes under suspicion by association. He flees to
Cairo, where he attempts to free Parvâneh’s son who has been imprisoned there by the Mamluks. This endeavor brings him into contact with the sultan of Cairo. After a series of impressive exhibitions of his spiritual status and moral probity, the sultan of Cairo grows so im200

pressed with ‘Erâqi that he gives him a daily allowance and names him the chief sheykh of
Cairo. ‘Erâqi is back on top of the world after losing his Sufi lodge, and nearly his life, just
weeks earlier due to his connection to the suspected traitor Amir Parvâneh.78
However, events quickly take a turn for the worse once again. “Friends” of the sultan,
as they are later referred to, inform him that ‘Erâqi has taken a particular liking to the beautiful son of a local cobbler in the Cairo market:
One day he [‘Erâqi] was passing through the shoe market, and his gaze fell
upon a boy (pesar) and he became enamored with him. He went to him and
said hello and asked the cobbler: “Whose boy is this?” The cobbler said: “He
is my boy.” The Sheykh [‘Erâqi] stretched out his hand and grabbed the lips of
the boy and replied: “Is it not oppression that a mouth, lips, and teeth such as
these are the companion of leather?” The cobbler replied: “We are poor people
and our craft is this. If his teeth do not tear leather, then they won’t eat bread.”
The sheykh asked him: “How much does this boy earn per day?” He replied:
“Four dirhams per day.” The Sheykh ordered: “I will give him eight dirhams
per day, and he must not do work like this anymore.” Everyday the Sheykh
would go with his friends and sit in the shop and gaze at him [the boy] without
a care in the world, recite poetry, and cry.79
Drawing on the topos of the beautiful artisan youth, the anonymous biographer portrays ‘Erâqi here as stopped in his tracks while passing through the market when his glance
(nazar) falls upon the beautiful son (pesar) of a cobbler. Not content to just appreciate such
beauty from afar, he actually grabs the youth’s face imploring the father not to oppress the
possessor of such fine beauty with this vulgar work. The father, present for the duration of the
story, replies by citing their poverty and the need for the boy’s labor. His response does not
evince any particular concern about ‘Erâqi’s erotic interest in the boy; it only expresses a
practical reality of their menial life.80 His son might be beautiful, but unless his beauty is
helping the family eat, he must work leather. The father’s response—whether intended this

78. Anonymous, “Moqaddemeh-ye divân,” 59-62; Jâmi, Nafahât al-ons (ed. Towhidipur), 604; Jâmi, Nafahât
al-ons (ed. ‘Âbedi), 601-02.
79. Anonymous, “Moqaddemeh-ye divân,” 63; Jâmi, Nafahât al-ons (ed. Towhidipur), 604; Jâmi, Nafahât alons (ed. ‘Âbedi), 601-02.
80. These details about the youth and his family’s poverty and menial occupation certainly add a class/power
differential to this relationship. However, as we will see in the anecdote about ‘Erâqi and the Damascus
governor’s son mentioned below, the youth does not necessarily have to be of subordinate social class, nor
in any case should we expect the comportment of qalandari Sufis like ‘Erâqi to precisely match the
normative models of elite same-sex relationships. Such Sufis often deliberately transgressed social
boundaries and challenged normative models as they selectively adopted and creatively re-interpreted key
components. The complex story of how Sufi shâhed-bâzi fits into the larger socio-historical phenomenon of
male same-sex relations in medieval Islamicate societies is a much larger topic that I cannot treat here.
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way or not—is read by ‘Erâqi as an indirect request for remuneration for the use of his son.
‘Erâqi pledges to pay his father almost twice as much as he earns the family daily if he is
freed from such menial work and put at his disposal. The work the youth is to do in exchange
for ‘Erâqi’s patronage is not made explicit in the negotiations—all involved seem to intuitively understand what ‘Erâqi wants with the boy—but, we soon learn that the father readily accepts ‘Erâqi’s offer and his son is now serving as the new shâhed for ‘Erâqi’s Sufi entourage:
“Everyday the Sheykh [‘Erâqi] would go with his friends and sit in the shop [of the cobbler]
and gaze at him [the beautiful youth] without a care in the world, recite poetry, and cry.”
The concluding, tranquil scene of ‘Erâqi and his entourage reciting poetry and crying
as they peacefully gaze upon their beautiful shâhed does not last long, however. The familiar
suspicion of ‘Erâqi’s erotically charged spiritual sessions soon returns to the narrative when
some “opponents” (lit. “accusers”/modda’iyân) report to the sultan that ‘Erâqi has been cavorting with a beautiful youth in the market. Like ‘Erâqi’s opponents in Moltân, these
“friends [of the sultan]” attempt to dislodge this foreign upstart from the sultan’s good graces
with a classic smear campaign. They seize the opportunity presented by ‘Erâqi’s flamboyant
display of love for this cobbler’s son in the middle of the Cairo market to raise doubts about
his moral rectitude and spiritual sincerity. Such is the intensity of the social anxiety produced
by the proximity of beautiful young males and older men that they assume that these rumors
alone will be sufficient cause for his speedy dismissal from the sultan’s inner circle.
The way the anonymous author—followed almost verbatim by Jâmi—develops the
remainder of the anecdote illustrates clearly for the first time the cause of the anxiety that has
haunted this and similar stories of ‘Erâqi’s erotic spiritual practices throughout the hagiography. The sultan, in his interrogation of the “opponents,” is concerned with ascertaining one
fact and one fact alone.
The opponents conveyed this news to the sultan [i.e., news of ‘Erâqi’s practice
of shâhed-bâzi with the cobbler’s son]. He [the sultan] responded by asking
them: “Does he take this boy with him at night, or not?” They replied: “No.”
He asked: “Does he take this boy into private quarters in the shop?” They
replied: “No.” He then requested an ink pot and pen and wrote: “Give the servants of the Sheykh [‘Erâqi] five additional dinars per day beyond the allotted
amount.” He sent it to the royal registrar’s office (divân) so they would note it
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in the royal records. The [sultan’s] companions thought that it was a dismissal
letter. When its contents were revealed, they lost hope and did not have any
other opportunities to impugn [‘Erâqi’s character].81
The sultan’s line of questioning in this anecdote reveals that it is the possibility for—even appearance of—illicit sexual contact in the practice of shâhed-bâzi that evokes the constant surveillance and suspicion of ‘Erâqi throughout his hagiography. According to Islamic law,
sexual acts are only licit within the confines of heterosexual marriage or concubinage. Physically acting upon any bodily desire—hetero- or homoerotic in nature—in the form of a sexual
act with anyone that falls outside of one these highly regulated legal categories would be a
grave spiritual failing, and this is the point that the sultan is driving at in his interrogation. He
wants to know if ‘Erâqi is really a spiritual master or just a licentious charlatan using the Sufi
technique of meditating on earthly embodiments of beauty as a cover for his illicit sexual affairs. When the “opponents” concede that ‘Erâqi has not attempted to orchestrate any opportunities for sexual improprieties between him and the youth by taking him into more “private
quarters,” the sultan not only exonerates him of the charges leveled against him, but his esteem for ‘Erâqi actually increases and he rewards him with an increase in his daily allowance.
In a final act rich with symbolic significance, he writes down this order for a “good behavior
bonus” and submits it to the registrar’s office (divân) so “they will note it in the royal
records.” At a literal level, it is only ‘Erâqi’s increase in patronage that is registered in the
royal records. However, at a symbolic level, the act of submitting this note to the divân
means that ‘Erâqi’s innocence will be recorded in the royal archive for all of posterity. It is a
gesture that parallels the goal of the anonymous author and Jâmi throughout their accounts of
‘Erâqi’s life, which would both become fixtures of the Sufi hagiographic “archive” until the
present day.
Implicit in the sultan’s nuanced response to this premodern sex scandal is a crucial
point that bears emphasizing. Although he does indirectly condemn the actualization of homoerotic desire in sexual acts, his response also makes clear that he sees nothing morally

81. Anonymous, “Moqaddemeh-ye divân,” 63; Jâmi, Nafahât al-ons (ed. Towhidipur), 604; Jâmi, Nafahât alons (ed. ‘Âbedi), 602.
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problematic about the practice of shâhed-bâzi itself or the same-sex love and desire evoked
by the young male’s beauty which acts as the spiritual catalyst and fuel for its practitioners.
Nothing in this story or any of the others discussed above evinces even the slightest discomfort with homoerotic desire in and of itself—in fact, the sultan even blesses its spiritual efficacy in the end. It is presumed to be a normative, even natural, bodily response of a man to
the body of a beautiful young male. The concern that unites all of these homoerotic anecdotes, however, is the proper embodied performance of this desire. They simultaneously construct and defend it, using the bodies of the powerful Sufi saint, ‘Erâqi, and his various
beloveds to model its proper realization.
IV. Conclusion: Medieval Sufi (Homo)eroticism, Embodied and Contested
The sultan’s ultimately positive valuation of this very public display of same-sex desire would not have surprised a medieval or early modern reader in the Islamicate world.
They would likely have assumed from the beginning that the pervasive anxiety evinced
throughout this hagiography about ‘Erâqi’s homoerotic spiritual practices was related to the
issue of sexual improprieties, not the gender of the object of desire. Medieval critics of
shâhed-bâzi both within and outside of Sufi circles disapproved of this erotic meditative practice because they viewed it as an exceedingly dangerous temptation to the body at best and
possibly just a lightly veiled way to indulge in sensual pleasure under pious pretenses. The
famous Sufi critic, Ibn al-Jawzi (d. 1200-1), makes this point in his critique of the Sufi practice of “gazing” in his famous work, The Devil’s Deception (Talbis Iblis):
Legal scholars and I say that for him whose sexual desire (shahwah) is excited
by gazing at young males (amrad) it is forbidden (in Islamic law) (haram) to
gaze at them, and when a person claims that his sexual desire (shahwah) is not
excited by gazing at beautiful young males (amrad) he is lying.82
In his view, shâhed-bâzi would naturally elicit lust (Ar. shahwah, Pers. shahvat) in all
of its male participants and could put even the most pious in danger of committing sexual
acts illicit in the framework of Islamic law.83 While his criticism of shâhed-bâzi is frequently

82. ibn al-Jawzi, Talbis Eblis, 258.
83. A full overview of the criticisms of shâhed-bâzi and their underlying assumptions would require a separate
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cited, the fact that he also boldly asserts the naturalness of same-sex desire in his prohibition
of the practice is almost never discussed in the secondary literature. Without even a hint of
heteronormative discomfort, he incredulously says to the Sufis who claim that such young
males excite no sexual desire in them: “It is not possible. You are lying. How could you not
be sexually aroused after catching sight of such a beautiful male youth?!?!”, to slightly
rephrase his final qualification above. Ibn al-Jawzi, the traditionalist and straight-edged Islamic jurist, even implicitly indicates in his curt, universal qualification—“and when a person
claims that his sexual desire is not excited by gazing at beautiful young males he is lying”—
that he himself is attracted to young males. The desire itself is completely natural in his
view—remember, natural and legal are not necessarily the same thing—and it is the assumed
naturalness and near universality of this erotic response that makes the critics of shâhed-bâzi
like him so vociferously opposed to it. Just as Islamic law eǌoins women to dress modestly
and men to avert their gazes from them in order to prevent the excitation of lust (shahvat), so
too Ibn al-Jawzi maintains men must avert their gazes from young males. They are equally
natural objects of desire for older males, and shâhed-bâzi’s ritualized gazing at them is problematic for this reason.84
Proponents of shâhed-bâzi, as we saw in the theoretical discussions and anecdotes
above, do not dispute that desire of some sort is the natural bodily response of an older man
to the body of a beautiful young male. They claim, however, that the form of desire they ex-

study. However, for a representative sample of famous passages, see: Ritter, The Ocean of the Soul;
Pourjavady, “Stories of Ahmad al-Ghazālī ‘Playing the Witness’ in Tabriz”; Lewisohn, “Prolegomenon to
the Study of Hafiz,” 45; Zargar, Sufi Aesthetics, 90-91, 115-119; Ridgeon, “The Controversy of Shaykh
Awhad al-Dīn Kirmānī.” The fact that the principal accusation against proponents of this practice was
“sexual desire”/“lust” (shahvat) and/or actual sexual improprieties can be seen also in accounts like the
above and Sufi defenses of the practice (for example, see citations below from Kermâni and Hamadâni that
attempt to draw a sharp distinction between shahvat and the higher forms of desire/love they claim to
experience in shâhed-bâzi). There are some indications that the homoerotic nature of the desire did play a
role in the critiques of some critics, but it appears that this was because same-sex desires could never be
actualized in the framework of Islamic law (unlike heterosexual desire which could at least be realized
legally within marriage). It does not seem to be tied to any notion that same-sex desire in and of itself was
unnatural; rather, there was no way to actualize the desire in genital sex acts that could be reconciled with
Islamic law.
84. Ibn Jawzi’s discussion of the danger of beautiful young males stretches for over ten pages and includes a
litany of pious figures, including Ahmad Ibn Hanbal and the Prophet Mohammad himself, who all indicate
their attraction to young males in implicit or explicit ways in his account. The message of all of these
stories and admonishments is clear: sexual desire for male youths is as natural and universal for a man as
desire for women, and none are exempted from this temptation of the flesh—not even the prophet
Mohammad! See: ibn al-Jawzi, Talbis Eblis, 258-69.
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perience upon sighting a beautiful youth is not carnal, sexual desire (shahvat), but a chaste,
higher form of desire called “love of the heart” (mahabbat-e del) or, more commonly, “passionate love” (‘eshq).85 Kermâni, a well-known practitioner of shâhed-bâzi and the master of
‘Erâqi’s second master, Qunawi, is uncompromising on the nature of desire involved in genuine shâhed-bâzi:
In so far as the way and style of spiritual realization is concerned,
shâhed-bâzi is the practice of all righteous ones.
Whoever gazes at a shâhed with sexual desire (shahvat),
is not truthful [in his claim]—he is an infidel (zendiq) to us!86
No one should confuse sexual desire (shahvat) with “passionate love” (‘eshq), Kermâni asserts in another poem that reads like an angry response to critics such as Ibn al-Jawzi who do
not understand the fine distinctions between the different types of desire excited by earthly
beauty:
What a waste if you think passionate love (‘eshq) to be base sexual desire (shahvat)!
Shame on you! For you are going very far astray.
Passionate love (‘eshq) is the water of life of both worlds.
How can you call it the fire of sexual desire (shahvat)?87
Sufi lovers like Kermâni contend that this form of desire is not fundamentally lustful
(shahvâni), but rather has somehow been transformed into a higher, more pure form (‘eshq)
that is not only spiritually catalytic but indeed “the water of life of both worlds.” It is this distinction that the author of ‘Erâqi’s hagiography attempts to capture in the sultan’s line of
questioning above. He wants the reader to understand that although ‘Erâqi may be an unabashed connoisseur of male beauty, he is a profligate Sufi lover (‘âsheq), not a lecher out to

85. ‘Ayn al-Qozât makes an emphatic distinction between “carnal love” (mahabbat-e nafs), which he says is
“lust” (shahvat), and the “love of the heart” (mahabbat-e del) involved in shâhed-bâzi, for which he earlier
uses the more common term ‘eshq. See: Hamadâni, “Tamhidât,” 297 #10: 389. Similar claims are made
about Ahmad al-Ghazâli’s practice of shâhed-bâzi in other Sufi hagiographical works, see: Pourjavady,
“Stories of Ahmad al-Ghazālī ‘Playing the Witness’ in Tabriz,” 203-05.
86. Kermâni, Divân-e robâ’iyât-e Owhad al-Din Kermâni (ed. Mahbub), 139 #347. Persian text:
ﺷﺎﻫﺪﺑﺎزی ﻃﺮﯾﻖ ﻫﺮ ﺻﺪﯾﻖ اﺳﺖ
آﻧﺠﺎ ﮐﻪ ﻃﺮﯾﻖ و ﺷﯿﻮهٔ ﺗﺤﻘﯿﻖ اﺳﺖ
ﺻﺪﯾﻖ ﻧﺒﺎﺷﺪ ﺑﺮ ﻣﺎ زﻧﺪﯾﻖ اﺳﺖ
ﻫﺮ ﮐﺎو ﺳﻮی ﺷﺎﻫﺪی ﺑﻪ ﺷﻬﻮت ﻧﮕﺮد
87. Kermâni, Divân-e robâ’iyât-e Owhad al-Din Kermâni (ed. Mahbub), 222 #1044. Persian text:
ﺧﺎﮐﺖ ﺑﺮ ﺳﺮ ﮐﻪ ﺳﺨﺖ ﺳﺮ ﮔﺮداﻧﯽ
ﺑﺮ ﺑﺎد اﮔﺮ ﺗﻮ ﻋﺸﻖ ﺷﻬﻮت داﻧﯽ
ﺗﻮ آﺗﺶ ﺷﻬﻮﺗﺶ ﭼﺮا ﻣﯽ ﺧﻮاﻧﯽ
ﻋﺸﻖ آب ﺣﯿﺎت ﻫﺮ دو ﻋﺎﻟﻢ ﺑﺎﺷﺪ
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engage in illicit sexual acts like those fornicators in the story of Hasan (fâseq). True Sufi
lovers like Kermâni, ‘Ayn al-Qozât, ‘Erâqi, etc. would not, after all, disagree with Ibn alJawzi when he asserts that “for him whose sexual desire (shahwah) is excited by gazing at
young males (amrad) it is forbidden (in Islamic law) (haram) to gaze at them.” They would
even agree that desire is inevitably and naturally evoked in any onlooker who looks upon
beautiful youths (amradân). But, contrary to Ibn al-Jawzi, they insist that desire comes in
more than one form and, as Kermâni admonishes above, “What a waste if you think passionate love (‘eshq) to be base sexual desire (shahvat)! / Shame on you! For you are going very
far astray.”
In the estimation of the proponents of this view, the distinction between these two
forms of desire renders licit the elaborate celebrations of (homo)eroticism rife throughout
Persian Sufi poetry and hagiography. However, not everyone was so easily convinced. Ibn alJawzi was not an isolated figure in this regard. Many questioned the tenability of this theoretical distinction in praxis—even some prominent Sufi figures did not believe it possible for
human beings to completely extricate themselves from the matrix of natural bodily responses
such as lust (shahvat) through spiritual efforts.88 It is not surprising then that Sufi eroticism
and its related practices such as shâhed-bâzi became a hotly contested site of discourse in the
medieval period.
Sufis responded on all generic fronts in this discursive war of “define that desire.”

88. Historically many Sufi and non-Sufi figures questioned whether such a compartmentalization of embodied
desire is even possible, and there is plenty of historical evidence to suggest that this often was a theoretical
distinction not always upheld in practice. Many critics, such as Ibn al-Jawzi, unequivocally accused
proponents of shâhed-bâzi of using it as a cover for the eǌoyment of “sexual desire” (shahvat). See other
accusations of “carnal desire” (shahvat) in: Ritter, The Ocean of the Soul, 448-519; Pourjavady, “Stories of
Ahmad al-Ghazālī ‘Playing the Witness’ in Tabriz”; Lewisohn, “Prolegomenon to the Study of Hafiz,” 45.
Bashir relates an interesting story where Sheykh Ahrar categorically denies the possibility that even Sufi
masters could have a “lust-free” gaze at human object of beauty: “Once when Khwaja Ahrar was
instructing disciples on the necessity of averting the gaze from a woman because it would cause lust, a man
asked what about a case where there is no lust. Ahrar got angry and said, “Even I cannot have a lust-free
gaze; where have you come from that you can do it?” See: Bashir, Sufi Bodies, 149. Ritter and Bashir also
relate a series of stories in which pious Sufi figures openly admit their lust for male youths, although they
do not engage in illicit sexual relations. See: Ritter, The Ocean of the Soul, 478-84; Bashir, Sufi Bodies,
144-47. Finally, the entire subtext of these Sufi hagiographic accounts in which the Sufi saint is repeatedly
proved pure of sexual improprieties is that there is a real and present danger that Sufis will engage in sexual
acts with these male youths whom they are (theoretically) seeing only as the most perfect reflection of
God’s beauty. Even if these texts ultimately exculpate the Sufi saint from the charges, they reveal not only
the naturalness of the same-sex desire itself but also the apparent widespread belief that Sufis were using
shâhed-bâzi as a pious cover to engage in same-sex sexual acts.
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Theoretical treatises (e.g., Tamhidât, Lama’ât) and poetry played an important role in this debate, but Sufi hagiography arguably played an even more powerful role because of its intense
generic focus on bodies. Portraying the ideal performance of Sufi eroticism by spiritual leaders such as ‘Erâqi, these accounts seek to construct, defend, and police this exceedingly dangerous yet highly productive form of embodied desire which drives those foolish/brave
enough to pursue it either to the peaks of spiritual insight or the depths of carnal abasement.
The anecdotes discussed above from ‘Erâqi’s hagiographic tradition are representative examples from this voluminous literature, but they are only the tip of the iceberg. There are other
similar stories in ‘Erâqi’s hagiography, to say nothing of the accounts of numerous other medieval Sufi figures such as Ahmad al-Ghazâli, Kermâni, etc. who figure prominently in discussions of Sufi eroticism.89 The beloveds in these works—like the qalandar youth and the
cobbler’s son—should not all be dismissed as only conventional imagery or archetypal symbols, and they especially should not be reduced to bodiless and genderless forms. They
should instead be read and interpreted as actors in idealized performances of a particular Sufi

89. Such anecdotes occur in the most important Sufi and courtly biographical compilations throughout the
medieval and early modern period (a full diachronic study of this tradition would be useful addition to the
present study). In addition to the anecdotes discussed here, there are three other similar (though less
detailed) homoerotic stories in ‘Erâqi’s biography, which largely repeat the same themes covered already.
There are two stories of ‘Erâqi playing with “children” (teflân) and (male) youth (pesarân) which have
erotic overtones (especially the second) and the background suspicion of misconduct (especially the first).
(Only the second story appears in Jâmi, with the male youth/pesarân becoming children/kudakân). These
stories are ambiguous and do not include any further comment by the anonymous author or Jâmi, except in
the first instance in which they note that some reproached ‘Erâqi for this behavior, but the Amir defended
‘Erâqi. They reinforce the points already made about the societal suspicion about the sexual improprieties
associated such practices and ‘Erâqi’s bodily performance of homoerotic desire. See: Anonymous,
“Moqaddemeh-ye divân,” 57; Jâmi, Nafahât al-ons (ed. Towhidipur), 603; Jâmi, Nafahât al-ons (ed.
‘Âbedi), 600-02. The final anecdote with a homoerotic dimension occurs when ‘Erâqi enters Damascus
(after leaving Cairo). Here, a welcome party arranged by the sultan of Cairo greets him before he even
enters the city. Among the prominent scholars, political figures, and other important denizens in this
welcome party, there is boy who ‘Erâqi spots immediately. This boy is not just any boy—he “possesses
extraordinary beauty in complete measure” and, moreover, he is the son of the governor of the city. The
anonymous biography tells us that “when his [‘Erâqi’s] gaze fell on him [the beautiful boy], he lost his
heart to him and, in front of everyone [in the welcome party], he [‘Erâqi] placed his head at his feet.”
Although the people of Damascus criticized this, both accounts tell us that the governor himself consented
to his beautiful son’s new connection with ‘Erâqi. See: Anonymous, “Moqaddemeh-ye divân,” 63-64; Jâmi,
Nafahât al-ons (ed. Towhidipur), 604; Jâmi, Nafahât al-ons (ed. ‘Âbedi), 602. None of the accounts tell us
any further details about the relationship between the boy and ‘Erâqi; however, context would seem to
indicate that he became ‘Erâqi’s new shâhed for his shâhed-bâzi, or perhaps he became his disciple.
Themes of same-sex desire are present in some of Sanâ’i and ‘Attâr’s medieval biographical accounts as
well. The accounts of Sanâ’i and ‘Attâr’s lives in the Majâles al-‘oshshâq present them as falling in love
with beautiful male youths. See: Gâzargâhi, Majâles al-oshshâq, 91-94, 140-142. Finally, similar stories
can be seen in biographical stories of many other Sufis from the late pre-modern and early modern period
(e.g., Ahmad al-Ghazâli, ‘Ayn al-Qozât, Abu Hanifah, Kermâni, Ruzbehân Baqli, Sa’di, Jâmi, Hâfez, Bâbâ
Feghâni).
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construction of desire. Their embodied form is central to one of the primary functions of
these hagiographies in their broader medieval cultural context—namely, to provide a riposte
to critics such as Ibn al-Jawzi who argue strenuously for a different understanding of the nature and legal limits of embodied desire.
Foregrounding the embodied beloveds of medieval Sufi hagiographies, as I have in
my reading here, also has other important implications for the contemporary study of Sufism
and medieval sexuality studies that I would like to mention by way of conclusion. First, the
proliferation and centrality of bodies in these hagiographic works not only militates against
efforts to reduce this Sufi form of desire to a disembodied or philosophical love of “beautiful
forms,” but it also helps us to re-embody a particular type of beloved—a same-sex beloved
who, as Najmabadi has suggested, often gets obscured and allegorized out of corporeal existence in much modern scholarship. To put it another way, in Sufi theory it may indeed be a
desire for a beautiful “form” that “metaphorically” reflects God’s beauty, but these works
show that for many Sufis this “form” in the phenomenal world of medieval Persianate lands
was most frequently a young male’s body. The hagiographies of ‘Erâqi and many other Sufi
lovers do not evince any ambivalence on this point, and indeed they unabashedly foreground
these male embodied—majâzi—bridges to the divine in their celebrations of homoerotic desire as a spiritually and poetically productive force. These works thus can help us resist the
“straightening” impulses of the modern academy’s “invisible heteronormativity,” as Berlant
and Warner term it.
Finally, this more deeply embodied reading of these hagiographic materials—which,
as I argue, actually is more true to the original meaning of majâz in medieval Persian Sufism—also enables us to re-position Sufi homoeroticism as one of the primary “cultural deployment[s] of sexuality” in the medieval Islamicate world.90 Once medieval Sufi eroticism is
re-embodied and re-contextualized within broader discussions of bodily desires such as Ibn
al-Jawzi’s, it no longer looks so much like a retreat from sexuality, but rather a distinct Sufi

90. The term “cultural deployment[s] of sexuality” is taken from: Babayan and Najmabadi, “Preface,” vii, x.
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inflection of it—a Sufi regime of sexual normativity that sought to harness human sexuality’s
full range of potentialities for spiritual ends. It endeavored to “discipline and manipulate” natural bodily desires, “using [their] full sensual and affective range to soar ever closer to God,”
to critically adapt Bynum’s seminal point from her work on the centrality of “physicality” in
medieval Catholic asceticism.91 Although Sufi eroticism does censure the physical realization
of this form of desire in sexual acts, these discursive conflicts over its precise nature show
that it cannot be so easily disaggregated from the larger medieval Persianate regime of sexuality that considered the bodies of male youth as natural objects of sexual desire for men.92 In
the end, it is important for the study of medieval Islamicate sexualities that we do not reduce
“sexuality” to genital acts alone.93 “Sexuality,” as Simon Gaunt rightly cautions in his treatment of the same topic in medieval French hagiography, is “the configuration of discourses
and drives that generate and regulate desire” and even works that “ostensibly seek to deny it,”
frequently “reinscribe [it].”94 If, as I have suggested here, we “reinscribe” sexuality in Sufi
91. My points here are deliberately (and closely) echoing Bynum’s famous argument about the importance of
the body in medieval Catholic asceticism: “[M]edieval [Catholic] efforts to discipline and manipulate the
body should be interpreted more as elaborate changes rung upon the possibilities provided by fleshiness
than as flights from physicality.” “[M]edieval asceticism,” should, she maintains, be read as “an effort to
plumb and to realize all the possibilities of the flesh...using its full sensual and affective range to soar ever
closer to God.” See: Bynum, Holy Feast and Holy Fast, 6, 294-295. However, see important critiques of
Bynum’s work discussed in footnote 28 of this chapter, which have been equally influential in shaping my
thinking on these matters.
92. A spiritual tradition that portrays the divine Beloved in homoerotic terms and makes the beautiful male
youth the privileged locus of divine beauty in the world cannot so easily be disassociated from the larger
spectrum of same-sex desires that makes it possible to think—even if only metaphorically—of the divine
Beloved and male youths in these distinctly homoerotic terms. It is not insignificant that the imaginative
world of medieval Persian Sufi poetry and hagiography assumed the normativity of same-sex desire and
confidently represented and, indeed, celebrated its edifying potential in chaste, sublimated forms. This
positive valuation of same-sex desire is integrally linked to the broader ways in which human desire was
constructed in medieval Islamicate societies. Walter G. Andrews and Mehmet Kalpakli make a similar
point in their fascinating study of Ottoman Turkish homoeroticism: “In much of Ottoman literature, and in
many of the European literatures as well, there is an easily observable tendency to dwell on metaphoric
(Neoplatonic) interpretations of love. Yet an overwhelming preponderance of evidence indicates that
metaphoric love became fashionable to some extent because it was so firmly grounded in down-to-earth
sexual love...If the literary expressions of sixteenth-century love at times seem conventional, ethereal, and
insipid to us, it is most likely because we are out of touch with the core of sexual desire and sexual activity
that gave them power.” See: Andrews and Kalpakli, The Age of Beloveds, 84.
93. The implicit reduction of the term “sexuality” to physical sexual acts or lust (shahvat) is common in the
scholarship on Sufi love theory. Some treatments are quite explicit on this point: “for the Sufis in question
shahidbazi was in no way a sexual practice,” Zargar asserts at the outset of his discussion. Echoing Sufi
assertions that such practices did not involve “carnal” or “sexual desire” (shahvat) and relying on a limited
definition of what counts as “sexual,” these works disallow consideration of the erotic practices they study
as a constituent part of medieval sexuality. See, for example: Zargar, Sufi Aesthetics, 85.
94. Gaunt, “Straight Minds / ‘Queer’ Wishes,” 155. On the need to get beyond simplistic sublimation/
repression readings of desire in hagiographic works, I also drew inspiration from Virginia Burrus’ study on
the “sex lives of saints” in the early Christian hagiographic tradition. She argues that these works construct
a “countererotics” that is a “radical affirmation of desire” but one which resists normative sexuality. See:
Burrus, The Sex Lives of Saints.
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love theory and re-embody the “metaphoric” beloveds engaged in its associated practices,
medieval Persian Sufi eroticism looks a whole lot less “straight” and asexual than the more
typical disembodied presentations of it in much modern scholarship.95

95. The point mentioned above bears repeating here. Gaunt, Lochrie, and Rambuss have all shown in the
christian context that the “desexing” of mystical literature occurs more frequently when the erotic
relationship portrayed conflicts with heterosexual norms. The decision to “dese[x]” mystical eroticism, in
other words, is often bound up with researchers’ own constructions of “sexuality.” See: Rambuss, “Pleasure
and Devotion,” 260ff; Gaunt, “Straight Minds / ‘Queer’ Wishes”; Lochrie, “Mystical Acts, Queer
Tendencies,” 187ff; Rambuss, Closet Devotions.
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Epilogue
I began the path that led to the present study in 2012 when I read the striking account
of ‘Erâqi’s conversion to the qalandari mode of piety in the anonymous hagiography that is
appended to one of the earliest manuscripts of his poetry. He is portrayed in this account, as I
discuss in some detail in the opening pages of chapter four, as a rising young Muslim scholar
in the important medieval Islamic city of Hamadan. His knowledge of the traditional Islamic
sciences and commitment to normative Islamic piety is unquestionable. He is the antithesis of
the wild qalandar rogues who burst into his educational assembly in the hollowed grounds of
the town’s mosque. And then, in an instant, everything changes. The scene that plays out over
the next couple of pages contains the seeds of the present study.
The qalandars bring with them not just the beautiful young man whose beauty shatters
‘Erâqi’s pious foundation, but also a specific type of poetry. As the anonymous author recounts, “[the qalandars] began to do samâ’ and sing a ghazal”:
We moved our belongings from the mosque to the dilapidated wine
house (kharâbât)
We crossed out the pages of asceticism (zohd) and miracles
We sat in the ranks of lovers in the Magian quarter
We took goblets from the hands of the dilapidated winehouse’s
libertines (rendân-e kharâbât)
It is fitting if the heart beats the drum of honor henceforth
For we raised the flag of fortune to the heavens
We passed all asceticism (zohd) and stations (maqâmât),
From asceticism and stations we only drew many goblets of toil and
fatigue1
The poem makes clear that the poetry of the rogues is a direct response to the ethos and institutions associated with the mosque, asceticism, and mainstream Sufism (represented by the
“miracles” and “stations”). In their stead, it proposes an alternative mode of carnivalesque

1.

See opening pages of chapter four for a full discussion of this scene.
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piety practiced by the “lovers” in the “dilapidated winehouse” of the “Magian quarter.” The
utter incompatibility of these two modes of piety is emphasized too through its imaginal performance context in the anonymous hagiography: its performers, the rogues, arrive at the
mosque to perform a poem about leaving the mosque and abandoning the modes of piety
with which it is most closely associated.
However, this qalandari poetry and its shocking carnivalesque poetics is not just a
versified portrayal of Sufi antinomianism or a symbolist code, as it typically has been treated
in the existing scholarship. It is a new genre of poetry—specifically, a countergenre—and its
dynamic “poetics of the Sufi carnival” exerts a profound effect on the development of Persian
poetry from medieval to modern times. It is this point—i.e., the qalandariyât are first and
foremost poetry and must be analyzed as such—that is almost completely absent from the existing literature, and even the studies by de Bruĳn and Shafi’i-Kadkani that do address aspects of the qalandariyât qua poetry disagree about foundational issues, such as whether or
not these poems constitute a genre proper or not.
In the first chapter, “Genre Trouble: Historicizing and Computationally Analyzing the
Qalandariyât and Other Thematic Genres in Early Persian Poetry,” I begin by treating this
most fundamental of topics in depth: were the qalandariyât historically considered a genre in
early Persian poetry? The answer, I aver, is “yes.” Both my analysis of the earliest sources on
genre in Persian poetry—from poetry manuals to divân manuscripts—and my computational
textual analysis (topic modeling) of one of the earliest thematically arranged divâns of Sanâ’i
indicate that the qalandariyât indeed did function as a discrete—even if flexible and multiformal—poetic genre in the early period of Persian poetry. It is, in other words, a useful analytical category for exploring the vast tomes of early medieval Persian poetry.
The second chapter, “The Qalandariyât and the Early Persian Poetic System: Qalandariyât as Heterotopic Countergenre and Oppositional Introit,” then positions qalandari poetry—in both its role as a monothematic genre and introit in a polythematic poem—within the
broader Persian poetic system. Through close readings of qalandari poems by the genre’s
foundational poets, Sanâ’i, Amir Mo’ezzi, ‘Attâr, and ‘Erâqi, I demonstrate how it constructs
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itself as heterotopic countergenre and oppositional introit through its inversion and parodying
of royal panegyric (madh/madhiyât) and religious-homiletic (zohdiyât/mow’ezeh) poetry. Its
carnivalesque poetics is flexible, however, and, as I show through my analysis of Amir
Mo’ezzi’s qalandari-infused panegyric for Sharafshâh Ja’fari, it can play many—sometimes
seemingly contradictory—roles in different contexts. It can both celebrate the perpetual antinomianism and liminality of the qalandars’ carnivalesque mode of piety and, in the next
poem, combine with royal panegyric poetry to construct a new model of Islamic kingship: a
rogue Spiritual Master-King who is lord of both the “dilapidated winehouse” and the royal
court in Qazvin.
Chapter three, “The Poetics of the Sufi Carnival: Metaphoric Force Dynamics and the
Construction of a Radical Sufi Spiritual (Inter-)Subjectivity,” extends chapter two’s focus on
the poetics of the qalandariyât, but it moves to analyze how its “shocking” imagery—as de
Bruĳn terms it—performs the meaning(s) it seeks to convey. (It was, in fact, this aspect of
qalandari poems, such as the one in the story above, that first captured my attention and attracted me to this topic. The way in which the existing scholarship reduced this lively, carnivalesque imagery to little more than a esoteric symbolic code is what convinced me to make
this poetry the focus of the present study). I focus specifically in chapter three on the myriad
ways in which the “force dynamics” embedded in its transgressive imagery both perform and
seek to construct the radical (inter-)subjectivity required of the true Sufi lover. However, this
is only one way in which qalandari poetry constructs meaning and creates its particular poetic
effects.
Finally, chapter four, “Embodying the Qalandari Beloved: (Homo)eroticism, Embodiment, and the ‘Straightening’ of Desire in the Hagiographic Tradition of ‘Erâqi,” directly
grew out of out my initial reading of ‘Erâqi’s conversion to the qalandari way. I remember
clearly what struck me about the scene. It was the unapologetic way in which Sufi love theory
was embodied and performed by ‘Erâqi and his young qalandari beloved in this striking conversion story. There was no abstract, degendered philosophical gloss of the scene urging me
to understand the young (male) beloved as only a manifestation of God’s limitless beauty in a
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phenomenal form; rather, it was an object lesson showing how the embodied experience of
same-sex desire could function as a powerful pedagogical aid in the arts of Sufi eroticism. As
in the case of the existing scholarship on qalandari poetics, I found a tremendous gap between my reading of this text and the other work that has been done on both this particular
story and Sufi eroticism more broadly. Using ‘Erâqi’s hagiographic tradition as a case study,
I provide a close reading that militates against the heteronormativizing tendencies in modern
scholarship that have attenuated and obscured the strongly homoerotic nature of medieval
Persianate Sufi discourses on desire—a “straightening” maneuver that is often accomplished
through the disembodiment of the figures of the lover and beloved. Instead, I highlight how
medieval authors lingered on the same-sex “embodied” (majâzi) bridges to the divine—e.g.,
‘Erâqi and his qalandari beloved—represented in these texts and I conclude by arguing that
Sufi desire should be read not as a flight from sexuality, but rather a Sufi inflection of the prevailing regimes of sexual normativity current in the medieval Persianate world. Sufi eroticism
and its various practices/rituals are, in other words, an attempt to harness and police embodied same-sex desire, not deny it.
The conclusions that I reach in these chapters have implications that go far beyond the
scope of qalandari poetry. In fact, I hope that this study is read as both the first detailed study
of qalandari poetry and a study that uses the qalandariyât as a window into larger conceptual
debates in Persian literary and Sufi studies. In both cases there are numerous issues that I began to explore here, but still need more detailed elaboration in future studies. There are three
topics in particular that I would like to mention by way of conclusion.
First, the wealth of thematic categories used by early Persian litterateurs (discussed in
chapter one and Appendix I) and the conclusions I reach with regards to the qalandariyât
specifically point to the need for a much more fine-grained understanding of poetic genre in
early Persian poetry. Detailed case studies on these various different thematic types of poetry
will transform the way we write the history of Persian poetry. It is clear that the traditional,
form-centric narrative of the development of Persian poetry is incomplete at best. However,
an alternative history of generic and literary system development can only be written when a
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much larger number of studies have been completed on these “types of poetry” that were “in
use,” as Kâshefi says, by medieval Persian poets and litterateurs.
The second point that needs to be expanded upon in future work is the reading of Persian poems as imaginal embodiments that perform their meaning. The reduction of Persian
poetry to the status of versified ciphertexts of Sufi thought is a much broader problem in Persian literary and Sufi Studies, as the work of Meisami and Keshavarz has shown. This is not,
in other words, an issue that is restricted to the scholarship on qalandari poetry. The force-dynamics analysis that I present in chapter three and the underlying conception of a poetic text
as an imaginal embodied performance of meaning is similarly applicable much more widely.
Poetry in general does not just represent schools of thought or theory in a more ornate or embellished form; its full meaning and poetic effects can only be understood when it is studied
“in motion,” as Keshavarz says. Appreciating this more complex process of meaning creation
is only possible when we change the way we approach Persian poetry. The analysis of the
force dynamics of poetic imagery is one such way—as I have shown here with respect to qalandari poetry—but it is only one among many lens for genuine poetic analysis, and the qalandariyât of Sanâ’i, ‘Attâr, and ‘Erâqi studied here are only the tiniest selection of a millennium-long poetic tradition. Much work remains to be done on this front.
Finally, an entire book—or better, books—need(s) to be written on the topics touched
upon in the final chapter of this study. Heteronormativizing or “straightening” impulses in
contemporary scholarship, reconceptualizing the Sufi notion of majâz as “embodiment,” and
re-positioning Sufi eroticism within the broader discursive debates over sexuality in the medieval Persianate world could each become the focus of a monograph in their own right. I am
particularly interested to explore in future studies the ways in which the body, as both a discursive site of conflict and the privileged site of the manifestation of God’s qualities (e.g.,
beauty), can be leveraged to complicate and enrich our understanding of the imbrication of
sexuality/eroticism and the sacred in the medieval period.
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Sanâ’i, Poem 1
در ﻣﯿﺎن ﺣﻠﻘ ٔﮫ اوﺑﺎش ﺑﺎش
ﺳﺮ ﮐﻮی ﮐﮫ ﺑﺎﺷﯽ ﻓﺎش ﺑﺎش
ِ ﺑﺮ
ﺳﺎل و ﻣﮫ اﯾﻦ ﻧﻘﺶ را ﻧﻘﺎش ﺑﺎش
ﻣﺠﻠﺲ ﻣﯿﺨﻮاره را ﻓﺮاش ﺑﺎش
ﭼﺎﮐﺮ اﯾﻨﺎﻧﺞ ﯾﺎ ﺑﮑﺘﺎش ﺑﺎش
ِ
1
ﺑﻨﺪه ﯾﮑﺘﺎش ﺑﺎش
ٔ ﭼﻮن ﺳﻨﺎﯾﯽ

ای ﭘﺴﺮ ﻣﯽﺧﻮاره و ﻗﻼش ﺑﺎش
راه ﺑﺮ ﭘﻮﺷﯿﺪﮔﯽ ھﺮﮔﺰ ﻣﺮو
ﻣﮭﺮ ﺧﻮﺑﺎن ﺑﺮ دل و ﺟﺎن ﻧﻘﺶ ﮐﻦ
ِ
ﮐﻢ زﻧﺎن را ﻏﺎﺷﯿﮫ ﺑﺮ دوش ﮔﯿﺮ
ﮔﺮ ﻧﺪاری روز درﮔﺎه ﻗَﺪَر
ﻣﯿﺮ ﻣﯿﺮان ﮔﺮ ﻧﺒﺎﺷﯽ ﺑﺎک ﻧﯿﺴﺖ
ِ

O boy, be drunk and a rascal!
Be in the circle of the ruffians!
Don’t do it in a hidden way!
Reveal to all whose quarter you are in!
Inscribe the love of beauties on [your] heart and soul!
Be the painter of this painting for years!
For the self-deprecators, take the mantle of obedience on the shoulders!
For the wine-drinking sessions, be the chamberlain!
If you have not had a day in the court of power,
be a servant of Inanj or Bektash!2
If you are not the prince of princes, fear not!
Like Sanâ’i be a unique slave!

1.
2.

Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 312.
Bektash, according to de Bruĳn, was the male beloved of Râbe’a, who was “a princess and a poet, [who]
venerated the reflection of transcendental beauty in the person of a male slave.” See:de Bruĳn,
“BELOVED.”
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Sanâ’i, Poem 2
آﻧﮑﮫ ُﻣﺴﺘَﻐﻨﯽ ﺑُﺪ از ﻣﺎ ھﻢ ﺑﮫ ﻣﺎ ﻣﺤﺘﺎج ﺑﻮد
از ﺻﻔﺎی وﻗﺖ ﻣﺎ را ﺗﺨﺖ ﺑﻮد و ﺗﺎج ﺑﻮد
ﺣﺎل ﻣﺎ ﺗﺼﺪﯾﻖ ﺑﻮد و ﻣﺎل ﻣﺎ ﺗﺎراج ﺑﻮد
ﺧﺎدم ﻣﺎ اﯾﻠﮏ و ﺧﺎﻗﺎن ﺑُﺪ و َﻣﮭﺮاج ﺑﻮد
زاﻧﮑﮫ زﻟﻔﺶ ﺳﺎج ﺑﻮد روی او ﭼﻮن ﻋﺎج ﺑﻮد
3
ﮐﻌﺒﮫی ﻣﺤﻮ و ﻋﺪم را ﺟﺎن ﻣﺎ ُﺣﺠّﺎج ﺑﻮد

دوش ﻣﺎ را در ﺧﺮاﺑﺎﺗﯽ ﺷﺐ ﻣﻌﺮاج ﺑﻮد
ﺑﺮ اﻣﯿﺪ وﺻﻞ ﻣﺎ را ُﻣﻠﮏ ﺑﻮد و ﻣﺎل ﺑﻮد
ﻋﺸﻖ ﻣﺎ ﺗﺤﻘﯿﻖ ﺑﻮد و ُﺷﺮب ﻣﺎ ﺗﺴﻠﯿﻢ ﺑﻮد
ﭼﺎﮐﺮ ﻣﺎ ﭼﻮن ﻗﺒﺎد و ﺑﮭﻤﻦ و ﭘﺮوﯾﺰ ﺑﻮد
از رخ زﻟﻔﯿﻦ او ﺷﻄﺮﻧﺞ ﺑﺎزی ﮐﺮدهام
ﺑﺪرهی زر و درم را دﺳﺖ او طﯿّﺎر ﺑﻮد

Last night, in a winehouse, was the night of me’raj for us.
That one who didn’t need us, was in need of us.
The hope of union was kingdom and riches to us.
The purity of the moment was throne and crown for us.
Our love was realization and our wine was submission;
our [spiritual] state was verification and our riches were plunder.
Our attendants like Qubad, Bahman, and Parviz;
our servants were chiefs, kings, and great rajas.
I played chess with the rook of his tresses
because his locks were black as obsidian and his face was ivory.
He threw bags of gold and dirams—
our souls were pilgrims for the Ka’ba of effacement and non-existence.

3.

Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 163.
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Sanâ’i, Poem 3
ھﻤﯽ ﻧﺎﻟﻢ ﭼﻮ ﻣﻮﺳﯽ در ﻣﻨﺎﺟﺎت
ﻣﺒﺎرک ﺑﺎﺷﺪم اﯾﺎم و ﺳﺎﻋﺎت
ﺑِﻘُﺮّاﯾﯽ ﻓﺮوﺷﻢ زھﺪ و طﺎﻋﺎت
ﻧﺨﻮاھﻢ ﮐﺮد ﭘﺲ ﮔﯿﺘﯽ ِﻋﻤﺎرات
ﺧﺮاﺑﺎﺗﯽ ﭼﮫ داﻧﺪ ﺟﺰ ﻟﺒﺎﺳﺎت
ﮔﮭﯽ
ﭘﯿﺶ ُﻣ َﻐﻨّﯽ در ﺗُﺤﯿﺎت
ِ
ﺳﺒﯿﻠﻢ ﮐﺮد ﻣﺎدر در ﺧﺮاﺑﺎت
ﮔﮭﯽ ﮔﻮﯾﻢ ﮐﮫ ای ﻣﻄﺮب ﻏﺰلھﺎت
ﮔﮭﯽ ﻧﻌﺮه رﺳﯿﺪه ﺗﺎ ﺳﻤﺎوات
ﺣﻖ ﻓﺮﻋﻮﻧﯽ ُﻣﮑﺎﻓﺎت
ِ ﭼﻮ ﮐﺮدم
4
ﻣﮑﻦ ﺑﺮ وی ﺳﻼﻣﯽ ﺧﻮاﺟﮫ ھﯿﮭﺎت

ھﺮ آن روزی ﮐﮫ ﺑﺎﺷﻢ در ﺧﺮاﺑﺎت
ﺧﻮﺷﺎ روزی ﮐﮫ در ﻣﺴﺘﯽ ﮔﺬارم
ﻣﺮا ﺑﯽ ﺧﻮﯾﺸﺘﻦ ﺑﮭﺘﺮ ﮐﮫ ﺑﺎﺷﻢ
ﭼﻮ از ﺑﻨ ِﺪ ﺧﺮد آزاد ﮔﺸﺘﻢ
ت ﺗﻮ ﺗﺎ ﮐﯽ
ِ ﻣﺮا ﮔﻮﯾﯽ ﻟﺒﺎﺳﺎ
ﭘﯿﺶ ﺳﺎﻗﯽ
ﮔﮭﯽ اﻧﺪر ﺳﺠﻮدم
ِ
ﭘﺪر ﺑﺮ ُﺧ ِﻢ ﺧﻤﺮم وﻗﻒ ﮐﺮده ﺳﺖ
ﮔﮭﯽ ﮔﻮﯾﻢ ﮐﮫ ای ﺳﺎﻗﯽ ﻗَﺪَح ﮔﯿﺮ
ﮔﮭﯽ ﺑﺎده ﮐﺸﯿﺪه ﺗﺎ ﺑﻤﺴﺘﯽ
ﻣﺮا ﻣﻮﺳﯽ ﻧﻔﺮﻣﺎﯾﺪ ﺑﮫ ﺗﻮرات
ﭼﻮ داﻧﯽ ﮐﺎﯾﻦ ﺳﻨﺎﯾﯽ ﺗُﺮﱠھﺎﺗﺴﺖ

Each day that I am in the dilapidated winehouse,
I wail like Moses in his private prayers.
How happy the day that I pass in drunkenness!
Blessed are those days and hours for me!
For me being without self is better than Qur’an recitation
or hawking the wares of asceticism and obedience.
Since I became free of the fetters of wisdom,
I will not build then in this world.
You may say to me: “How long will you remain in disguise?”
But what does a haunter of the dilapidated winehouse know except disguises?
Sometimes I prostrate and do my prayers before the cupbearer;
other times I am in front of the singer paying my respects and offering greetings.
Father dedicated me to vats of wine.
Mother set me firm on the path to the winehouse.
Sometimes I say: “O cupbearer, grab a goblet!”
Other times I say: “O ministrel, give us a ghazal!”
Sometimes I drink wine until I am wasted;
other times my cries are so loud they reach even the heavens!
Moses did not command the Torah for me
since I already dealt out retribution to the pharaoh.
Since you know that Sanâ’i is full of foolish words,
alas!—don’t even say hello to him, sir.
4.

Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 73-74.

242

Sanâ’i, Poem 4
ﺳﺎﻗﯿﺎ ﺟﺎم ﻣﯽ ﻟﻌﻞ ﮐﺠﺎﺳﺖ
ﮐﺎھﻠﯽ ﮐﺮدن و ﺳﺴﺘﯽ ﻧﮫ رواﺳﺖ
ﮐﮫ ﺗﺮا ﺗﻮﺑﮫ درﯾﻦ ﻓﺼﻞ ﺧﻄﺎﺳﺖ
ﺗﻮﺑﮫ و ﻋﺸﻖ ﺑﮭﻢ ﻧﺎﯾﺪ راﺳﺖ
روزه و ﺗﻮﺑﮫ ھﻤﮫ روز ﺑﺠﺎﺳﺖ
ﯾﺎر ﺑﻮد آﻧﮑﮫ ﻧﮫ از ﻣﺠﻤﻊ ﻣﺎﺳﺖ
ﻧﯿﮏ ﻣﺮدی را ﺑﺎ زھﺪ ﻧﺨﻮاﺳﺖ
ھﺮ ﻗﻀﺎﯾﯽ ﮐﮫ ﺑُ َﻮد ﺧﻮد ز ﻗﻀﺎﺳﺖ
5
ای ﺧﻮﺷﺎ ﻋﯿﺶ ﮐﮫ اﻣﺮوز ﻣﺮاﺳﺖ

ﮔﻞ ﺑﮫ ﺑﺎغ آﻣﺪه ﺗﻘﺼﯿﺮ ﭼﺮاﺳﺖ
ﻓﺼﻞ ﻋﺰﯾﺰ
ﺑﮫ ﭼﻨﯿﻦ وﻗﺖ و ﭼﻨﯿﻦ
ِ
ای ﺳﻨﺎﯾﯽ ﺗﻮ ﻣﮑﻦ ﺗﻮﺑﮫ ز ﻣﯽ
ﻋﺎﺷﻘﯽ ﺧﻮاھﯽ و ﭘﺲ ﺗﻮﺑﮫ ﮐﻨﯽ
روزﮐﯽ ﭼﻨﺪ ﺑُﻮد ﻧﻮﺑﺖ ﮔﻞ
ﺟﺰ از آن ﻧﯿﺴﺖ ﮐﮫ ﮔﻮﯾﻨﺪ ﻣﺮا
ﺷﺪ ﺑﮫ ﺑﺪ ﻣﺮدی و ﻣﯿﺨﺎﻧﮫ ﮔﺰﯾﺪ
ﻣﻦ ﺑﮫ ﺑﺪ ﻣﺮدی ُﺧﺮْ َﺳﻨﺪ ﺷﺪم
ای ﺑﺪا ﻣﺮد ﮐﮫ اﻣﺮوز ﻣﻨﻢ

The flower has come to the garden—why haven’t we done anything?
O Saqi! Where is the goblet of ruby-red wine?
In such a precious time and season,
acting lazily and listlessly is not right.
O Sanâ’i! Don’t you repent from wine!
For you, repentance in this season is a sin.
You want love and then you repent—
but repentance and love don’t rightly go together.
For but a short time is the time of the flower—
fasting and repentance are always suitable.
They will say nothing other than this about me:
“He used to be a friend but he is not one of our assembly now.
He went the way of disrepute and he chose the winehouse;
he did not want righteousness with asceticism.”
[So] I became happy with disrepute—
any judgement itself comes from fate.
Oh woe to the man that I am today!
Oh how great is the life of pleasure that today is mine!

5.

Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 75-76.
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Sanâ’i, Poem 5
ھﺮ ﮐﺲ ﮐﮫ ﯾﺎﻓﺖ ﺷﺪ ز ھﻤﮫ اﻧﺪُھﺎن ﺑﺮی
ی ﺷﺪ و ﺗﻮﺣﯿﺪ ﮐﺎﻓﺮی
َ ﮐﻔﺮش ھﻤﮫ ھُﺪ
ﺑﺮﺧﺎﺳﺖ از ﺗﺼﺮّف و از راه داوری
ﭘﯿﺶ ﯾﮑﯽ ﺑﺖ ﺑﮫ ﭼﺎﮐﺮی
ﺑﺴﺖ او ﻣﯿﺎن ﺑﮫ
ِ
اﯾﻨﺴﺖ دﯾﻦ ﻣﺎ و طﺮﯾﻖ ﻗﻠﻨﺪری
6
ﻣﺮدان ﺑﮫ ﮐﺎر ﻋﺸﻖ ﻧﺒﺎﺷﻨﺪ ﺳﺮْ ﺳﺮی

ﻋﺸﻖ و ﺷﺮاب و ﯾﺎر و ﺧﺮاﺑﺎت و ﮐﺎﻓﺮی
از راه ﮐﺞ ﺑﮫ ﺳﻮی ﺧﺮاﺑﺎت راه ﯾﺎﻓﺖ
ﺑ ُْﮕﺬاﺷﺖ آﻧﭽﮫ ﺑﻮد ھﻢ از ِھﺠﺮ و ھﻢ ز وﺻﻞ
ﺑﯿﺰار ﺷﺪ ز ھﺮ ﭼﮫ ﺑﺠﺰ ﻋﺸﻖ و ﺑﺎده ﺑﻮد
ﺑﺮﺧﯿﺰ ای ﺳﻨﺎﯾﯽ ﺑﺎده ﺑﺨﻮاه و ﭼﻨﮓ
ﻣﺮد آن ﺑُ َﻮد ﮐﮫ داﻧﺪ ھﺮ ﺟﺎی رای ﺧﻮﯾﺶ

Love, wine, a friend, the dilapidated winehouse (kharâbât), and infidelity (kâferi):
whoever found these, became immune to grief.
From the crooked path, they found the way in the direction of the winehouse.
Its infidelity became right guidance and divine unity became infidelity.
They abandoned both separation and union.
They left behind power and the way of judgment.
They became disgusted with all except love and wine
[and] bound themselves around the waist in service to a beautiful idol.
Get up Sanâ’i! Demand wine and a harp:
this is our religion and the Qalandari way!
A true man knows his thoughts in each place.
Men that are engaged in the work of love are serious.

6.

Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 653-54.
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Sanâ’i, Poem 6
ﮐﺮدﯾﻢ ﺑﻨﺪی و زﻧﺪاﻧﯽ زھﯽ ﮐﺎﻓﺮ ﺑﭽﮫ
ھﺮ زﻣﺎﻧﻢ ﺑﺎز ﺑِ ْﻨﺸﺎﻧﯽ زھﯽ ﮐﺎﻓﺮ ﺑﭽﮫ
8
ﺗﺎ ﺑﺮاﻧﺪازی ﻣﺴﻠﻤﺎﻧﯽ زھﯽ ﮐﺎﻓﺮ ﺑﭽﮫ
ﺗﺎزه ﮐﺮدی ﮐﯿﺶ ﻧﺼﺮاﻧﯽ زھﯽ ﮐﺎﻓﺮ ﺑﭽﮫ
ﺻﺪ ﻟﺒﺎﺳﺎت ﻋﺠﺐ داﻧﯽ زھﯽ ﮐﺎﻓﺮ ﺑﭽﮫ
11
ھﺴﺖ ﺻﺪ ﯾﻌﻘﻮب ﮐﻨﻌﺎﻧﯽ زھﯽ ﮐﺎﻓﺮ ﺑﭽﮫ

ﺑﺮدﯾﻢ ﺑﺎز از ﻣﺴﻠﻤﺎﻧﯽ زھﯽ ﮐﺎﻓﺮ ﺑﭽﮫ
در ﺻﻔﺎت ﭘﺎﮐﺒﺎزان در ﺻﻒ ارﺑﺎب ﻋﺸﻖ
در ﻣﺴﻠﻤﺎﻧﯽ ﻣﮕﺮ از ﮐﺎﻓﺮی ﺑﺎز آﻣﺪی
ﺑﺎ رﺧﯽ ﭼﻮن ﭼﺸﻤ ٔﮫ ﺧﻮرﺷﯿﺪ و زﻟﻒ ﭼﻮن ﺻﻠﯿﺐ
9
در ﺧﺮاﺑﺎت ﻗﻠﻨﺪر در ﺻﻒ ﻣﯽ ﺧﻮارﮔﺎن
10
ﯾﻮﺳﻒ ﻋﺼﺮی و اﻧﺪر زﯾﺮ ھﺮ ﻣﻮﺳﯽ ﺗﺮا
7

You have cut me off again from the Muslims, o young infidel!
You have made me a prisoner again, o young infidel!
In the ranks of lords of love—those “all-in” gambling types—
you again place me, o young infidel!
It seems you returned from apostasy (lit. being an infidel) to being Muslim only
in order to uproot Islam (lit. being Muslim), o young infidel!
With a face like the fountain of the sun and tresses like crosses,
you renewed the Christian religion, o young infidel!
In the dilapidated qalandari winehouse, in the ranks of the wine drinkers,
you know hundreds of strange disguises, o young infidel!
You are the Joseph of the era, and for you, below each Moses
there are a hundred Jacobs, o young infidel!

7.

I have elected to follow the variant reading here, which is given by Rezavi and also found in the Kabul
manuscript, instead of Rezavi’s version of this hemistich:
در ﻣﯿﺎن ﮐﻢ زﻧﺎن ادر ﺻﻒ ارﺑﺎب ﻋﺸﻖ
8. I have elected to follow the Kabul manuscript here and remove these two additional lines that are included
in Rezavi’s version of this hemistich:
ﻧﯿﺴﺖ ﻫﺮﮔﺰ ﺑﯽ ﭘﺸﯿﻤﺎﻧﯽ زﻫﯽ ﮐﺎﻓﺮ ﺑﭽﻪ
ﮐﺸﺘﻦ و ﺧﻮن رﯾﺨﺘﻦ در ﮐﺎﻓﺮی
ﺗﺎ ﺗﻮ ﺑﺮ درﮔﺎه ﺳﻠﻄﺎﻧﯽ زﻫﯽ ﮐﺎﻓﺮ ﺑﭽﻪ
ﻧﯿﺴﺖ ﺑﺮ درﮔﺎه ﺳﻠﻄﺎن ﻫﯿﭽﮑﺲ را دﯾﻦ درﺳﺖ
9. I have elected to follow the variant reading here, which is given by Rezavi and also found in the Kabul
manuscript, instead of Rezavi’s version of this hemistich:
ﻫﺮ زﻣﺎﻧﯽ ﺑﺎ ﺳﻨﺎﯾﯽ در ﺧﺮاﺑﺎت ای ﭘﺴﺮ
10. I have elected to follow the variant reading here, which is given by Rezavi (with the exception that Rezavi
has  وﻗﺘﯽinstead of  )ﻋﺼﺮیand also found in the Kabul manuscript, instead of Rezavi’s version of this
hemistich:
ﯾﻮﺳﻒ ﻣﺼﺮی ﺗﻮﯾﯽ ﮐﺰ ﻋﺸﻖ ﺗﻮ ﮔﺮد ﺟﻬﺎن
11. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 1008-09. This poem is not listed as qalandariyat in Rezavi’s edition,
but a similar version is listed in qalandariyat section in the Kabul manuscript page 575.
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Sanâ’i, Poem 7
ﻒ را ِه ﺧﺮاﺑﺎت
ِ ھﻤﻮاره ﻣﻨﻢ ﻣﻌﺘ ِﮑ
َﯿﻞ ﺧﺮاﺑﺎت ﺑﺮ آن ﺷﺎ ِه ﺧﺮاﺑﺎت
ِ ﭼﻮن ﺧ
ﭼﻮن ﺷﺎ ِه ﺧﺮاﺑﺎت ﺑُ َﻮد ﻣﺎ ِه ﺧﺮاﺑﺎت
ﺑﻨﺪه ﺧﺮﮔﺎ ِه ﺧﺮاﺑﺎت
ٔ ﺣﻘﺎ ﮐﮫ ﺷﻮد
آﻧﮑﺲ ﮐﮫ ﭼُﻨﻮ ﻧﯿﺴﺖ ھﻮاﺧﻮا ِه ﺧﺮاﺑﺎت
ﻣﯿﺪان ﺷﮭﻨﺸﺎ ِه ﺧﺮاﺑﺎت
اﻓﮑﻨﺪه ﺑﮫ
ِ
ﺑﯿﻨﻨﺪ ز ﻣﻦ ﺧﺎﻟﯽ درﮔﺎ ِه ﺧﺮاﺑﺎت
روﺑﺎه ﮐﻨﺪ او را روﺑﺎ ِه ﺧﺮاﺑﺎت
12
او را ز ﺧﺮاﺑﺎت و ﻋﻠﯽﷲِ ﺧﺮاﺑﺎت

ﺳﻮی ﺧﺮاﺑﺎت ﺷﺪ آن ﺷﺎ ِه ﺧﺮاﺑﺎت
ﺗﺎ
ِ
ُ
ﮐﺮدﻧﺪ ھﻤﮫ ﺧَﻠﻖ ھﻤﯽ ﺧﻄﺒ ٔﮫ ﺷﺎھﯽ
ﻣﻦ ﺧﻮد ﭼﮫ ﺧﻄﺮ دارم ﺗﺎ ﺑﻨﺪه ﻧﺒﺎﺷﻢ
ﮔﺮ ﺻﻮﻣﻌ ٔﮫ ﺷﯿﺦ ﺧﺒﺮ ﯾﺎﺑﺪ ازﯾﻦ ﺣﺮف
ﺻﺪق ﺑﺘﺤﻘﯿﻖ
ﺑﺸﻨﻮ ﮐﮫ ﺳﻨﺎﯾﯽ
ِ ﺳﺨﻦ
ِ
َ
ت ﺑﯽ روح
ِ ت ﺑﯽ ھَﯿﺄ
ِ او ﻧﯿﺴﺖ ﺑﺠﺰ ﺻﻮر
آن روز ﻣﺒﺎدم ﻣﻦ و آن روز ﻣﺒﺎدا
ﺳﻮی ﺧﺮاﺑﺎت ﺧﺮاﻣﺪ
ﺷﯿﺮ ﻧﺮ اﮔﺮ
ِ
ِ
آﻧﮑﻮ »ﻟَ َﻤﻦ اﻟ ُﻤﻠﮏ« زﻧﺪ ھﻢ َﺣ َﺴﺪ آﯾﺪ

Since that king of the wine house went to wine house,
I have continually been a worshipper on the way of the winehouse.
All of creation was asking for this king—
like the winehouse gang, they were all asking for the king of the winehouse.
What significance do I have if I am not a slave?
Because the king of the winehouse is the moon of winehouse.
If the monastery of the sheykh gets news of these words,
truly he will become a slave of the pavillion of the winehouse.
Listen! for Sanâ’i has words of truth from spiritual realization
The person that is not like him is not an adherent of the winehouse way
He is not except form without figure or spirit,
thrown upon the field of the king of kings of the winehouse.
I hope am not still in existence and the day does not come that
they see me absent from the court of the winehouse.
If a male lion struts towards the winehouse
the fox of the winehouse will make him a fox.
The one who says, “Whose is the dominion?” [who claims dominion] will be jealous
of he who is from the winehouse and trusts in the God of the winehouse.

12. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 74.
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Sanâ’i, Poem 8
ﻣﺮا ﻣﯽ ﺑﺎﯾﺪ و َﻣﺴ َﮑ ْﻦ ﺧﺮاﺑﺎت
ﮔﮭﯽ ﺑﺎ ﺟﺎم ﺑﺎﺷﻢ در ﻣﻨﺎﺟﺎت
ﮔﮭﯽ راوی ﺷﻮم ﺑﺎ ﺷﻌﺮ و اﺑﯿﺎت
ﮔﮭﯽ از رﻧﺞ ﮔﺮدم ﺑﺎز ﺷﮭﻤﺎت
ﻧﮫ ِﻣﺤﻨَﺖ ﺑﺎﺷﺪ آﻧﺠﺎ و ﻧﮫ آﻓﺎت
ﺑﯿﺎﺑﻢ راﺣﺘﯽ اﻧﺪر ﻣﻘﺎﻣﺎت
طﻠﺐ ﮐﺮدن ﺑُ َﻮد را ِه ﻋﺒﺎدات
ﻧﯿﺎﺑﺪ ﻋﺎﺷﻖ از ﻣﻌﺸﻮق ﺣﺎﺟﺎت
ﮐﮫ ﻧﭙْﺬﯾﺮد ﺑﮫ را ِه ﻋﺸﻖ طﺎﻣﺎت
13
ﮐﮫ ﭘﯿﺪا ﻧﯿﺴﺖ اﻧﺪر وی اﺷﺎرات؟

ﻧﺨﻮاھﻢ ﻣﻦ طﺮﯾﻖ و را ِه طﺎﻣﺎت
ﮔﮭﯽ ﺑﺎ ﻣﯽ ﮔﺴﺎرم اﻧﺪ ِه ﺧﻮﯾﺶ
ﮔﮭﯽ ﺷﻄﺮﻧﺞ ﺑﺎزم ﺑﺎ ﺣﺮﯾﻔﺎن
ﮔﮭﯽ ﺷﮫ رخ ﺷﻮم ﺑﺎ ﻋﯿﺶ و راﺣﺖ
ﻧﺨﻮاھﻢ ﺟﺰ ﻣﯽ و ﻣﯿﺨﺎﻧﮫ و ﺟﺎم
ھﻤﯿﺸﮫ ﺗﺎ ﺑُ َﻮم در ﺧﻤﺮ و در ﻗَ ْﻤﺮ
ﭼﻮ طﺎﻟﺐ ﺑﺎﺷﻢ اﻧﺪر را ِه ﻣﻌﺸﻮق
طﺮﯾﻖ ﻋﺸﻖ آن ﺑﺎﺷﺪ ﮐﮫ ھﺮﮔﺰ
ِ
طﺮﯾﻖ ﻋﺎﺷﻘﯽ را
ﭼﻨﯿﻦ داﻧﻢ
ِ
ز ﭼﯿﺰی ﭼﻮن ﺗﻮان دادن ﻧﺸﺎﻧﯽ

I do not desire the way of spiritual conceits;
for me, wine is necessary and a place in the winehouse.
Sometimes I drown my sorrows with wine,
other times I do my private prayers with goblet in hand (or: I do prayers to the goblet).
Sometimes I play chess with my companions,
other times I become a singer of verses and poems.
Sometimes I become the rook with a life of pleasure and ease;
othertimes I return from trial and tribulation checkmated.
I desire nothing save wine, a goblet, and the winehouse—
there is not suffering there, nor misfortune.
As long as I am drunk and gambling,
I will find ease in the spiritual stations.
When I am a seeker on the path of the beloved,
seeking itself is the way of worship.
The way of love is such that
the lover will never find what he want from the beloved.
Such I know is the path for a lover—
for he [the beloved] does not accept spiritual conceits on the path of love.
How can you give an indication
of something that has no sign within it?

13. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 75.
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Sanâ’i, Poem 9
ت ﻣﺮدان ﭘﯿﺮی ﻗﻨﻠﺪرﯾﺴﺖ
ِ از ﺑﺎﻗﯿﺎ
ﭘﯿﺮی ﮐﮫ از ﺑﻘﺎی ﺑﻘﯿﺖ دﻟﺶ ﺑﺮﯾﺴﺖ
ﺑﺮ ﺻﻮرﺗﯽ ﮐﮫ ﺧﻠﻖ ﺑﺮو ﺑﺮ ھﻤﯽ ﮔﺮﯾﺴﺖ
ﮔﻔﺘﺎ ﮐﮫ ﺣﺎل ُﻣﻨ َﮑﺮی از ﺷﺮط ُﻣﻨ ِﮑﺮﯾﺴﺖ
ﮐﺎﻧﺪر وﺟﻮد ﻣﻌﻨﯽ و ﺑﺎ ﺧﻠﻖ داورﯾﺴﺖ
ﭘﯽ ﻓﻀﻞ و ﺑﺮﺗﺮﯾﺴﺖ
ِ ﺑﺎ ﻏﯿﺮْ داوری ز
ﺑﻨﮕﺮ ﺑﮫ راﺳﺘﯽ ﮐﮫ ﮐﻨﻮن ﺧﺎﺻﮫ ﭼﻮن ﭘﺮﯾﺴﺖ
دﯾﻨﺎر ﺟﻌﻔﺮﯾﺴﺖ
ھﺮ ﻧﮑﺘﮫ از ﮐﻼﻣﺶ
ِ
ﺳﺨﻨﮭﺎی ﺳﺮ ﺳﺮﯾﺴﺖ
ﺷﻤﺎر
ﮔﻔﺖ اﯾﻦ ﻧﮫ از
ِ
ِ
14
ﺖ اﺳﻼم ﮐﺎﻓﺮﯾﺴﺖ
ِ ﭼﻮن ﺗﻮ ﻧﮫای ﺣﻘﯿﻘ

در ﮐﻮی ﻣﺎ ﮐﮫ َﻣﺴ َﮑ ِﻦ ﺧﻮﺑﺎن ﺳﻌﺘﺮﯾﺴﺖ
ﻣﻘﺎم ﻣﻨﯿﺖ ﺗﻨﺶ ﺟﺪاﺳﺖ
ِ ﭘﯿﺮی ﮐﮫ از
ْ
روز دوش ﻣﺴﺖ و ﺧﺮاب اوﻓﺘﺎده ﺑﻮد
ﺗﺎ
ﮔﻔﺘﻢ ِورا ﺑﻤﯿﺮ ﮐﮫ اﯾﻦ ﺳﺨﺖ ُﻣﻨ َﮑﺮﺳﺖ
ﮔﻔﺘﻢ ﮔﺮ اﯾﻦ ﺣﺪﯾﺚ درﺳﺖ اﺳﺖ ﭘﺲ ﭼﺮاﺳﺖ
ﮔﻔﺖ آن وﺟﻮ ِد ﻓﻌﻞ ﺑُ َﻮد ﮐﺎﻧﺪرو ﺗﺮا
آن ﮐﺲ ﮐﮫ دﯾﻮ ﺑﻮد ﭼﻮ آﻣﺪ درﯾﻦ طﺮﯾﻖ
ﺳﺮ ﺧﺮد
ِ از دﺳ
ِ ﺖ ﺧﻮد ﻧﮭﺎد ﮐﻠﮫ ﺑﺮ
دل ﺳﻨﺎﯾﯽ از ﮐﻔﺮ آﮔﮭﺴﺖ
ِ ﮔﻔﺘﻢ
ّ
ﺣﻖ اﺗﺤﺎ ِد ﺣﻘﯿﻘﺖ ﺑﮫ ﺣﻖ ﺣﻖ
ِ در

In our quarter, which is the dwelling of the roguish15 fair-faced ones,
amongst the rest of the men, there is an old, wise qalandar master,
a master whose body is cut off from the station of I-ness,
a master whose heart is exempt from the eternal existing of the rest.
Last night he had been drunk and wasted until morning
in such a way that people were crying over him.
I said to him: “Damn you! This is very unlawful!”
He said: “The state of unlawfulness is one of the (necessary) conditions of denial.”
I said: “If these words are true, then why
is there meaning in existence and judgement of people?”
He said: “Because of actions
you judge others, regarding yourself above them.
That person who was a devil when he came to this path,
look closely for now he is an intimate like the fairies.”
He pulled the wool over wisdom’s eyes—
each point of his speech is a dinar of Ja’far!
I said: “The heart of Sanâ’i is aware of infidelity.”
He said: “These are not ill-considered words.
Regarding the unity of truth, I swear,
when you are not (not existing), the truth of Islam is infidelity.”

14. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 89-90.
15. Shafi’i Kadkani argues that the word  ﺳﻌﺘﺮیis an old synonym for ﺷﺎﻃﺮ ﯾﺎ ﻋﯿﺎر. See: Mohammad Rezâ
Shafi’i-Kadkani, Qalandariyeh dar târikh, 304-05.
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Sanâ’i, Poem 10
16
دل ﻋﺸﺎق ﺑﮫ ﯾﮑﺒﺎر ﺑﺮ آﻣﺪ
ِ آه از
ﻏﻢ او ﮐﺎر ﺑﺮآﻣﺪ
ِ ﺻﺪ ﺷﯿﻔﺘﮫ را از
ﺑﺎز آن دو ﺑﮭﻢ ﮐﺮد و ﺧﺮﯾﺪار ﺑﺮآﻣﺪ
ﻓﺮﯾﺎد ز ﺑﺰاز و ز ﻋﻄﺎر ﺑﺮآﻣﺪ
ﮔﻮﯾﻨﺪ ﮐﮫ ﺑﺮ ﺑﺮگِ ﮔﻠﺶ ﺧﺎر ﺑﺮآﻣﺪ
ﺗﺎ ﺳﻮﺳﻦ و ﺷﻤﺸﺎد ز ﮔﻠﺰار ﺑﺮآﻣﺪ
17
ﺐ ﻣﻦ ﺻﺒﺢ ز ﮐﮭﺴﺎر ﺑﺮآﻣﺪ
ِ ﭘﯿﺶ از ﺷ

ﺖ ﻣﻦ ﻣﺴﺖ ﺑﮫ ﺑﺎزار ﺑﺮآﻣﺪ
ِ روزی ﺑ
ﻏﻢ او روز ﻓﺮو ﺷﺪ
ِ ﺻﺪ دﻟﺸﺪه را از
رﺧﺴﺎر و ﺧﻄﺶ ﺑﻮد ﭼﻮ دﯾﺒﺎ و ﭼﻮ ﻋﻨﺒﺮ
ت آن ﻋﻨﺒﺮ و دﯾﺒﺎی ﻧﻮآﯾﯿﻦ
ِ در ﺣﺴﺮ
ﺧﻂ او
و
ﺑﻨﺎﮔﻮش
ز
را
ﺑﺘﺎن
رﺷﮑﺴﺖ
ِ
آن ﻣﺎﯾﮫ ﺑﺪاﻧﯿﺪ ﮐﮫ اﯾﺰد ﻧﻈﺮی ﮐﺮد
و آن ﺷﺐ ﮐﮫ ﻣﺮا ﺑﻮد ﺑﮫ ﺧﻠﻮت ﺑﺮ او ﺑﺎر

One day my idol came raving drunk to the market!
Sighs rose from the hearts of the lovers!
For those hundreds enamored with him, the sun set from pining for him;
for those hundreds charmed by him, their problems were all resolved in pining for him.
His cheeks and light beard are as amber and fine silk;
he put them both together and buyers appeared.
From longing for that amber and fine new silk,
screams arose from the cloth merchants and perfumers.
The idols envy his light beard and the tresses gathered round his ears;
they say that thorns have appeared on petals of his flower.
You should know that God glanced
until lilies and tall trees arose from the garden.
And that night that I was in privacy with him,
before my evening, the sun rose from the mountains.

16. Rezavi gives  آهand  ﺑﺎﻧﮓas variants. In his version of the poem, he has ﮔﺮد.
17. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 141.
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Sanâ’i, Poem 11
ﺖ دل ﺑﮫ ﻣﯿﺨﺎﻧﮫ ﻓﺮﺳﺘﺎدم
ِ ﺖ ﻋﺸﻖ رﺧ
ِ ﺑﮫ دﺳ
ﺻﻼح ﺧﻮد ﺑﮫ ﺑﺎ ِد ﻋﺸﻖ در دادم
ھﻤﮫ ﺧﯿﺮ و
ِ
ﮐﮫ از رﻧﺪی و ﻗﻼﺷﯽ ِﺳ ِﺮﺷﺘﺴﺘﻨﺪ ﺑﻨﯿﺎدم
ﮐﺠﺎ ﺳﻮدم ﮐﻨﺪ ﭘﻨﺪت ﺑﺪﯾﻦ طﺎﻟﻊ ﮐﮫ ﻣﻦ زادم
ﺟﺎم ﺑﺎده ﻓﺮﯾﺎدم
ِ رﺳﯿﺪ ای ﺳﺎﻗﯿﺎن ﯾﮏ ره ز
ﻧﯿﺎﻣﻮزم ز ﮐﺲ ﭘﻨﺪی ﭼﻨﯿﻦ آﻣﻮﺧﺖ اﺳﺘﺎدم
ﺟﺎم ﻣﯽ ﺗﻮاﻧﺪ ﺑُﺮد ﯾﮏ دم ﻋﺎﻟﻢ از ﯾﺎدم
ِ ﮐﮫ
18
ﮐﮫ ﻣﻦ ﺗﺴﺒﯿﺢ و ﺳﺠﺎده ز دﺳﺖ و دوش ﺑِ ْﻨﮭﺎدم

ّ دﮔﺮ ﺑﺎر ای ﻣﺴﻠﻤﺎﻧﺎن ﺑﮫ
ﻗﻼﺷﯽ در اﻓﺘﺎدم
ﺖ ﺻﻼح و ﺧﯿﺮ ﺟﺰ ﺑﺎدی ﻧﻤﯽدﯾﺪم
ِ ﭼﻮ در دﺳ
ﮐﺠﺎ اﺻﻠﯽ ﺑُ َﻮد ﮐﺎری ﮐﮫ ﻣﻦ ﺳﺎزم ﺑﮫ ﻗﺮّاﯾﯽ
ّ ﻣﺪه ﭘﻨﺪم ﮐﮫ در طﺎﻟﻊ ﻣﺮا ﻋﺸﻘﺴﺖ و
ﻗﻼﺷﯽ
ﺟﮭﺎن ﺗﻮﺑﮫ
ﺟﺎم ﺑﺎده ﺑﮫ ز ھﺮﭼﮫ اﻧﺪر
ِ ﻣﺮا ﯾﮏ
ِ
ﻧَﯿَﻨﺪوزم ز ﮐﺲ ﭼﯿﺰی ﭼﻨﺎن ﻓﺮﻣﻮد ﺟﺎﻧﺎﻧﻢ
ﺟﺎم ﻣﯽ در آوﯾﺰم
ِ ز رﻧﺞ و زﺣﻤ
ِ ﺖ ﻋﺎﻟﻢ ﺑﮫ
ﭘﯿﺮ زردﺷﺘﯽ ﺑﮫ ﻣﻦ ﺑﺮﺑﻨﺪ زﻧّﺎری
ِ اﻻ ای

O Muslims! I have fallen to rascality once again!
I have dispatched my heart’s belongings to the winehouse out of love.
Since I saw goodness and virtue as nothing but hot air,
I threw all my goodness and virtue to the winds of love.
Where is the foundation of that work that I do Qur’anic recitation
for they have kneaded my foundation from libertinism and rascality?
Don’t give me advice for love and rascality are written in the stars for me.
How does your good counsel benefit me when I was born under such stars?
For me, a goblet of wine is better than anything that is in the world of repentance.
O cupbearers, come once for my cries are for goblets of wine!
I do not amass things from anyone— my sweetheart told me not to.
I do not take advice from anyone—my master taught me not to.
I solicit help with the suffering and toil of the world from a goblet of wine,
for a goblet of wine can take my mind away from the world in a moment.
O wise Magian elder, strap a cincture on me,
for I have thrown my prayer carpet off my shoulders and my beads from my hands!

18. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 359-60.
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Sanâ’i, Poem 12
ب ﮐﺮاﻣﺎت ﻧﮕﺮدی
ِ ﺷﺎﯾﺴﺘﮫی ارﺑﺎ
رﻧﺪان ﺧﺮاﺑﺎت ﻧﮕﺮدی
ﺗﺎ ﺑﻨﺪهی
ِ
ب ﻟﺒﺎﺳﺎت ﻧﮕﺮدی
ِ ﺗﺎ ﻗﺪوهی اﺻﺤﺎ
ﺳﮑﺎن ﺳﻤﺎوات ﻧﮕﺮدی
ﺷﺎﯾﺴﺘﮫی
ِ
ﺻﻒ ﺛﺎﻧﯽ ﭼﻮ ﺗَﺤﯿﺎت ﻧﮕﺮدی
اﻧﺪر
ِ
ﻋﺸﻖ ﺷ ِﮫ او ﻣﺎت ﻧﮕﺮدی
ﮐﻒ
در
ﺗﺎ
ِ
ِ
ُ
ﻋﯿﻦ ُﻣﺒﺎھﺎت ﻧﮕﺮدی
ﻼ
ﻀ
ﻓ
د
ﻧﺰ
َ ِ
ِ
19
ﺗﺎ ﺳﻮﺧﺘﮫی را ِه ﻣﻼﻣﺎت ﻧﮕﺮدی

ﻒ را ِه ﺧﺮاﺑﺎت ﻧﮕﺮدی
ِ ﺗﺎ ُﻣﻌﺘَ ِﮑ
ﻧﻔﺲ ﺗﻮ آزاد
ﻧﺸﻮد
ﻋﻼﯾﻖ
از ﺑﻨ ِﺪ
ِ
در را ِه ﺣﻘﯿﻘﺖ ﻧﺸﻮی ﻗﺒﻠﮫی اﺣﺮار
ﺖ رﻧﺪان ﻧﮕﺰﯾﻨﯽ ﺑﮫ دل و ﺟﺎن
ِ ﺗﺎ ﺧﺪﻣ
«ﺻﻒ اول ﻧﺸﻮی ﻓﺎﺗﺤﮫی »ﻗﻞ
ﺗﺎ در
ِ
دل ﻣﻌﺸﻮق
د
ﻣﺮا
ﺑﮫ
ﻧﺒﯿﻨﯽ
ﭘﯿﻞ
ﺷ ْﮫ
ِ ِ
ﺗﺎ ﻧﯿﺴﺖ ﻧﮕﺮدی ﭼﻮ ﺳﻨﺎﯾﯽ ز ﻋﻼﯾﻖ
داﻣﻦ ﺗﺤﻘﯿﻖ
ﺖ ﺗﻮ در
ِ ﻣﺤﮑﻢ ﻧﺸﻮد دﺳ
ِ

As long as you have not become a dweller on the path of the winehouse,
you will not become worthy of the lords of miracles.
Your (lower) self will not become free of the binds of attachments
until you become a slave of the libertines of the winehouse.
You will not become the qibla of the nobles in the path of truth
until you become a model/leader for the possessor of disguises.
Until you choose to be in the service of the libertines with your heart and soul,
you will not be worthy of the denizens of the skies.
Until you become the “opening of ‘speak’” in the first line,
you will not become the greeting in the second line.
You will not see the bishop according to the desire of the beloved’s heart
until you have been checkmated at the hands of his king’s love.
Until you are rid of attachments like Sanâ’i,
you will not become the pride of the exalted ones.
Your grasp on the skirt of realization will not become strong
until you are burnt on the path of blame.

19. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 627.
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Sanâ’i, Poem 13
ﺷﻮ ﺑﺮی از ﻧﺎم و ﻧﻨﮓ و از ﺧﻮدی ﺑﯿﺰار ﺑﺎش
در ﺻﻒ ﻧﺎراﺳﺘﺎن ﺧﻮد ﺟﻤﻠﮫ ﻣﻔﻠﺲوار ﺑﺎش
ﺧﺎدم َﺧ ّﻤﺎر ﺑﺎش
ﺟﺎم ﺷﺮاب و
ِ
ِ ﺑﻨﺪه
ٔ
ﮐﻤﺰن و ﻗﻼش و ﻣﺴﺖ و رﻧﺪ و دردیﺧﻮار ﺑﺎش
ﺗﯿﻎ ﻧﯿﺴﺘﯽ ﺑﺎ ﺧﻠﻖ در ﭘﯿﮑﺎر ﺑﺎش
ِ ﭘﺲ ﺑﮫ
ﭼﻮن ﺑﮫ ﮐﻒ آﻣﺪ ﺗﺮا اﯾﻦ روز و ﺷﺐ در ﮐﺎر ﺑﺎش
ْ وز ﻣﯿﺎن
ﺟﺎن ﻏﻼم و ﭼﺎﮐﺮ ھﺮ ﯾﺎر ﺑﺎش
20
ْ
ﺑﺎ ﻏﺮاﻣﺖ ھﻤﻨﺸﯿﻦ و ﺑﺎ ﻣﻼﻣﺖ ﯾﺎر ﺑﺎش

ای دل اﻧﺪر ﻧﯿﺴﺘﯽ ﭼﻮن دم زﻧﯽ ﺧَﻤﺎر ﺑﺎش
دﯾﻦ و دﻧﯿﺎ ﺟﻤﻠﮫ اﻧﺪر ﺑﺎز و ﺧﻮد ﻣﻔﻠﺲ ﻧﺸﯿﻦ
ﺗﺎ ﮐﯽ از ﻧﺎﻣﻮس و زرق و زھﺪ و ﺗﺴﺒﯿﺢ و ﻧﻤﺎز
ﻣﯽ ﭘﺮﺳﺘﯽ ﭘﯿﺸﮫﮔﯿﺮ اﻧﺪر ﺧﺮاﺑﺎت و ﻗﻤﺎر
َﺼﻢ ﺧﻮﯾﺶ
ِ ﭼﻮن ھﻤﯽ داﻧﯽ ﮐﮫ ﺑﺎﺷﺪ ﺷﺨﺺ ھﺴﺘﯽ ﺧ
طﺎﻟﺐ ﻋﺸﻖ و ﻣﯽ و ﻋﯿﺶ و طﺮب ﺑﺎش و ﺑﺠﻮی
ﺟﺎم ﺑﺎده و ﺟﺎﻧﺎن ﺑﺴﺎز
ِ ﺑﺎ ﺳﺮود و رود و
ﺳﺮ ﮐﻮی ﺣﻘﯿﻘﺖ ﺑﺮ ﻣﮕﺮد و راه ﻋﺸﻖ
ِ از

O heart, when you claim to speak of non-existence, be tipsy!
Rise above good name and shame, and be free of selfhood!
Gamble away religion and the world, and be a poor beggar!
In the ranks of the deceitful ones, be poor!
For how long honor, hypocrisy, asceticism, prayer, and prayer beads?
Be a slave of the wine goblet and a servant of the vintner!
Make wine-worshipping and gambling your trade in the dilapidated winehouse!
Be a self-deprecator, rogue, drunk, libertine, and dregs-guzzler!
Since you know that for a person existence is his enemy,
go to battle with people equipped with the blade of non-existence!
Be a seeker of love, wine, merriment, and mirth, and seek!
When this has been obtained for you, get to work day and night!
Play a tune with a poem, lute, goblet of wine, and sweetheart!
Be a slave and servant to every friend from the bottom of your heart!
Don’t return from the quarter of truth and the way of love!
Be happy with the cost and befriend blame!

20. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 311-12.
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Sanâ’i, Poem 14
اﻧﺪک ﺗﻮ ﺧﻮر ای ﺳﺎﻗﯽ و ﺑﺴﯿﺎر ﻣﺮا ده
او را ﺑﺮ ﺧﻮد ﺑﺎر ﻣﺪه ﺑﺎر ﻣﺮا ده
ﺗﺴﺒﯿﺢ ﺗﺮا دادم و زﻧﺎر ﻣﺮا ده
ﺗﻮ ﻣﺮ ِد ﻣﻨﯽ دﺳﺖ دﮔﺮﺑﺎر ﻣﺮا ده
21
ﺑﺎده ﮔﻔﺘﺎر ﻣﺮا ده
ٔ ﺳﺮدی ﻣﮑﻦ آن

آن ﺟﺎم ﻟﺒﺎﻟﺐ ﮐﻦ و ﺑﺮدار ﻣﺮا ده
ھﺮﮐﺲ ﮐﮫ ﻧﯿﺎﯾﺪ ﺑﮫ ﺧﺮاﺑﺎت و ﮐﻨﺪ ِﮐﺒﺮ
ﻣﺴﺠﺪ ﺑﮫ ﺗﻮ ﺑﺨﺸﯿﺪم ﻣﯿﺨﺎﻧﮫ ﻣﺮا ﺑﺨﺶ
ای آﻧﮑﮫ ﺳﺮ رﻧﺪی و ﻗﻼﺷﯽ داری
ای زاھ ِﺪ اﺑﺪال ﭼﻮ ﮐﺮدار ﺑِﺒُﺮدی

Fill that goblet to the brim, grab it and give it to me!
Drink a little, O Saqi, and give me a lot!
Whoever does not come to the dilapidated winehouse and acts pompously,
do not grant him an audience with you—grant me one!
I gave the mosque to you—now give me the winehouse!
I gave you the prayer beads—now give me the cincture!
O you that are intent on libertinism and rascality,
you are my match—give me your hand again!
O saintly ascetic! Since you took away our work
Don’t be cold, give me the wine of sweet speech!

21. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 586.
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Sanâ’i, Poem 15
ﻋﺸﻖ ﺑﺮ ﻣﻦ ﭘﺎدﺷﺎ ﺷﺪ ﭘﺎدﺷﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻣﻦ ھﻤﺎن ﻣﺬھﺐ ﮔﺮﻓﺘﻢ ﭘﺎرﺳﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
آﺳﻤﺎﻧﯽ ﮐﺮده ﺑﺎﺷﻢ آﺳﯿﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺑﺮگ ﺑﯽﺑﺮﮔﯽ ﻧﺪارم ﺑﯽﻧﻮاﯾﯽ ﭼﻮن ﮐﻨﻢ
او ﺧﺪای ﻣﻦ ﺑﺮ او ﻣﻦ ﮐﺪﺧﺪاﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺧﺎک و ﺑﺎد و آب و آﺗﺶ را ﮔﺪاﯾﯽ ﭼﻮن ﮐﻨﻢ
از ﮐﮭﯽ ﮔﺮ ﮐﻤﺘﺮ آﯾﻢ ﮐﮭﺮﺑﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺑﺎ ﮔﮭﺮ در ﻗﻌﺮ درﯾﺎ آﺷﻨﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻣﻦ ﮐﮫ در دل ﻋﺸﻖ دارم ﺑﯽوﻓﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
دﺳﺖ ﺗﺎ از دل ﻧﺸﻮﯾﻢ ﺑﺎدﭘﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
روح ﭘﺎک دﻋﻮی روﺷﻨﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﭘﯿﺶ
ِ
زاھﺪان را ﺟﺰ ﺑﺪاﻧﺠﺎ رھﻨﻤﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺳﯿﮫروﯾﺎن دﯾﻦ زھ ِﺪ رﯾﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﺑﺎ
ِ
ﺟﺰ ﺑﮫ ﺳﻌﯽ ﺑﺎده ﺧﻮد را ﺑﯽﺳﻨﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻣﻦ ﺑﺮآﻧﻢ ﺗﺎ ﺳﻨﺎﯾﯽ را ﺳﻤﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﻣﻦ ز ﺑﮭﺮ ﺑﺮﮔﺸﺎن اﯾﻦ ﺑﯿﻨﻮاﯾﯽ ﭼﻮن ﮐﻨﻢ
22
ﻋﺎﺟﺰم ﺗﺎ از ﺟﺪاﯾﯽ ﺧﻮد ﺟﺪاﯾﯽ ﭼﻮن ﮐﻨﻢ

ﻗﺒﻠﮫ ﭼﻮن ﻣﯿﺨﺎﻧﮫ ﮐﺮدم ﭘﺎرﺳﺎﯾﯽ ﭼﻮن ﮐﻨﻢ
ﮐﻌﺒﮫ ﯾﺎرم ﺧﺮاﺑﺎﺗﺴﺖ و اﺣﺮاﻣﺶ ﻗﻤﺎر
ﻣﻦ ﭼﻮ ﮔﺮد ﺑﺎده ﮔﺸﺘﻢ ﮐﻢ ﮔﺮاﯾﻢ ﮔﺮد ﺑﺎد
ﻋﺸﻖ ﺗﻮ ﺑﺎ ﻣﻔﻠﺴﺎن ﺳﺎزد ﭼﻮ ﻣﻦ در راه او
او ﻣﺮا ﻗﻼش ﺧﻮاھﺪ ﻣﻦ ھﻤﺎن ﺧﻮاھﻢ ﮐﮫ او
ﮐﺪﯾ ٔﮫ ﺟﺎن و ﺧﺮد ھﺮﮔﺰ ﻧﮑﺮده ﺑﺮ درش
ﻣﻦ ﭼﻨﺎن ﺧﻮاھﻢ ﮐﮫ او ﺧﻮاھﺪ ﭼﻮ در ﺧﺮﻣﻦﮔﮭﺶ
ﺑﺮ ﺳﺮ درﯾﺎ ﭼﻮ از ﮐﺎھﯽ ﮐﻤﻢ در آﺷﻨﺎ
او ﮐﮫ ﺑﺮ رخ ﺣﺴﻦ دارد ﺟﺰ وﻓﺎﮐﺎرﯾﺶ ﻧﯿﺴﺖ
ﺑﺎدﭘﺎﯾﯽ ﺧﻮاھﺪ از ﻣﻦ ﻋﺸﻖ و ﻣﻦ در ﮐﺎر دل
ﺑﺎ ﺧﺮد ﮔﻮﯾﻢ ﮐﮫ از ﻣﯽ ﭼﻮن ﮔﺮﯾﺰی ﮔﻮﯾﺪم
ﺷﺎھﺪان ﭼﻮن در ﺧﺮاﺑﺎﺗﻨﺪ ﻣﻦ زان آﮔﮭﻢ
ﻧﮑﻮروﯾﺎن ﮔﺒﺮان ﺑﻮده در ﻣﯿﺨﺎﻧﮫ ﻣﺴﺖ
ﺑﺎ
ِ
ﭼﻮن ﻣﺮا او ﺑﯽ ﺳﻨﺎﯾﯽ دوﺳﺘﺮ دارد ھﻤﯽ
او ﺑﺮ آن ﺗﺎ ﻣﺮ ﺳﻨﺎﯾﯽ را ﺑﮫ ﺧﺎک اﻧﺪر ﮐﺸﺪ
طﺒﻊ ﻣﻦ زو طﺒﻊ دارد ﭘﺲ ﻣﺮا ﮔﻮﯾﺪ ﻣﺨﻮاه
از ھﻤﮫ ﻋﺎﻟﻢ ﺟﺪا ﮔﺸﺘﻦ ﺗﻮاﻧﺴﺘﻢ وﻟﯿﮏ

Since I made my qibla the winehouse—how can I practice pious devotion?
Love became king over me—how can I act as king?
The Ka’ba of my friend is the dilapidated winehouse and putting on the pilgrim’s
vestments is gambling.
I have chosen this religion/path—how can I practice pious devotion?
Since I have been involved with wine, I have less inclination towards wind.
I have become heavenly—how can I spin in the wind as a mill?
Your love works only with the destitute—
since on its [love’s] path I do not have the blessing of poverty—how can I be
poor?
He [Love] wants me to be a rascal—I want the same as he.
He is my lord—how can I be lord over him?
I have never begged at his door for soul or wisdom.
How can I beg for worldly things like dust, wind, water, and fire?
I desire what he desires. Since in his harvest grounds
I am less than straw, how can I be lyngourion?23
Since I am a slower swimmer than straw floating on top of the ocean,
how can I be acquainted with the pearls in the depths of the ocean?
He who has a face of beauty is nothing but faithful.
How can I who have love in my heart be unfaithful?
22. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 393-94.
23. Lyngourion (or lyncurium or tourmaline) is a form of amber that is capable of producing/holding an
electrostatic charge and thus can attract straw.
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Love wants swiftness from me, but I am at work on matters of the heart—
how can I be swift until I have abandoned the heart?
I say to wisdom: “Why do you tell me to escape from wine?”
It says to me: “How can I claim to be clean and pure before the pure souls (if I
don’t)?”
Since I am aware that the beautiful youths are in the dilapidated winehouse,
how can I guide the ascetics to any place save there?
Having been drunk with the Magian beauties in the winehouse,
how can I engage in hypocritical asceticism with the disgraced people of
religion?
Since he always loves me more without Sanâ’i,
how can I rid myself of Sanâ’i except through wine?
He is intent on casting Sanâ’i to the ground.
How can I strive to make Sanâ’i heavenly?
My nature has an imprint from him, so it tells me: “Don’t desire!”
How can I practice poverty in order to get his provisions?
I was able to separate myself from the whole world,
but how can I be helpless to separate myself from separation?
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Sanâ’i, Poem 16
ھﺴﺘﯽ و ﻧﯿﺴﺘﯽ اﺳﺖ ﺣﻼل و ﺣﺮام ﻋﺸﻖ
زﻧﺎر و ﮐﻔﺮ و ﻣﯿﮑﺪه آﻣﺪ ﻧﻈﺎم ﻋﺸﻖ
ْ
ﭘﺮده ﻋﺸﻖ اﺳﺖ ﻧﺎم ﻋﺸﻖ
ﮐﺰ روی
ٔ ﺣﺮف
از ﻋﯿﻦ و ﺷﯿﻦ و ﻗﺎف ﺗﺒﮫ ﺷﺪ ﻗﻮام ﻋﺸﻖ
ﺟﺎﻧﯽ ھﻨﻮز ﺗﮑﯿﮫ ﻧﺰد در ﻣﻘﺎم ﻋﺸﻖ
ﺑﺎ اﯾﻦ ھﻨﻮز ﮔﺮدن ﻣﺎ زﯾﺮ وام ﻋﺸﻖ
ﭼﻮن ﮐﻢ زدﯾﻢ ﺧﻮﯾﺸﺘﻦ از ﺑﮭﺮ ﮐﺎم ﻋﺸﻖ
درﺑﺎﺧﺘﯿﻢ ﺻﺪ اﻟﻒ از ﺑﮭﺮ ﻻم ﻋﺸﻖ
ﺗﺎ روی داد ﺳﻮی دل ﻣﺎ ﭘﯿﺎم ﻋﺸﻖ
ھﺮ روز ﺑﺮﺗﺮ اﺳﺖ ﭼﻨﯿﻦ ازدﺣﺎم ﻋﺸﻖ
ﺗﺎ ﮔﺸﺘﮫاﯾﻢ از ﺳﺮ ﻣﻌﻨﯽ ﻏﻼم ﻋﺸﻖ
ﺑﺎ دام و ﺑﻨﺪ ﺧﻠﻖ ﺳﻨﺎﯾﯽ ﺑﮫ دام ﻋﺸﻖ
ﮐﻢ ﺑﺎد ﻧﺎم ﻋﺎﺷﻖ و ﮔﻢ ﺑﺎد ﻧﺎم ﻋﺸﻖ
25
ﺑﺎدا دوام دوﻟﺖ او ﭼﻮن دوام ﻋﺸﻖ

از ﺣ ّﻞ و از ﺣﺮام ﮔﺬﺷﺘﮫ اﺳﺖ ﮐﺎم ﻋﺸﻖ
ﺗﺴﺒﯿﺢ و دﯾﻦ و ﺻﻮﻣﻌﮫ آﻣﺪ ﻧﻈﺎم زھﺪ
ﺧﺎﻟﯿﺴﺖ راه ﻋﺸﻖ ز ھﺴﺘﯽ ﺑﺮ آن ﺻﻔﺖ
ﺑﺮ ﻧﻄﻊ ﻋﺸﻖ ﻣﮭﺮه ﻓﺮو ﺑﺎز ﺑﮭﺮ آﻧﮏ
ﭼﻨﺪﯾﻦ ھﺰار ﺟﺎن ﻣﻘﯿﻤﺎن ﺳﻔﺮ ﮔﺰﯾﺪ
اﯾﻦ طُﺮﻓﮫﺗﺮ ﮐﮫ ھﺮ دو ﺟﮭﺎن ﭘﺎک ﺷﺪ ز دﺳﺖ
ﺑﺮﺧﺎﺳﺖ اﺧﺘﯿﺎر و ﺗﺼﺮف ز ﻓﻌﻞ ﻣﺎ
اﻧﺪر ِﮐﻨِﺸﺖ و ﺻﻮﻣﻌﮫ ﺑﯽﺑﯿﻢ و ﺑﯽاﻣﯿﺪ
 ﺗﺸﺎﺑﮫ ز ﺑﮭﺮ ﻣﺎ24ﺑﺮداﺷﺖ ﭘﺮدهھﺎی
ﻣﺴﺘﯽ ھﻤﯽ ﮐﻨﻢ ز ﺷﺮاب ﺑﻼ وﻟﯿﮏ
آزاده ﻣﺎﻧﺪهاﯾﻢ ز ﮐﺎم و ھﻮای ﺧﻮﯾﺶ
دام اﺳﺖ راه ﻋﺸﻖ و ﻧﮭﺎده ﺑﮫ ﺷﺎھﺮاه
زان دوﻟﺘﯽ ﮐﮫ ﺑﯽﺧﺒﺮان را ﻧﺼﯿﺒﮫاﯾﺴﺖ
ﭼﻮن ﯾﻮﺳﻒ ﺳﻌﯿﺪ ﺑﻔﺮﻣﻮدم اﯾﻦ ﻏﺰل

Love’s desire passed beyond the licit and illicit.
Existence and non-existence are the licit and illicit of love.
The regime of asceticism (zuhd) came with prayer beads, religion, and the Sufi monastery—
The regime of love came with the cincture, infidelity, and the winehouse.
The path of love is free of existence, in such a way that
the name of love is a veil of love because it is an utterance.
On the board game of love, gamble away the pieces, for behold
the arrangement of love was destroyed by the letters L, O, V, and E.
Several thousand souls residing in this station elected to travel,
yet a soul still has not rested in the station of love.
Even stranger, both worlds disappeared completely—
yet despite this, our necks our still yoked with the loan of love.
Power and control no longer proceeded from our actions
when we self-deprecated out of desire for love.
In the fire temple and christian monastery without hope or fear
we gambled away a hundred alefs for the lam of love.
The veils of uncertainty were lifted for before us
since the message of love came to our hearts.
I am continuously getting drunk from the wine of “yes you are our Lord,”

24. Rezavi has  ﭘﺮدﻫﺎیhere for ﭘﺮده ﻫﺎی. I think this is just a typographical mistake.
25. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 337-38.
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and each day it is increased—such is the commotion of love.
We have remained free from our desire and longing
since we have truly become the slave of love.
The path of love is a trap, and it has been laid on the highway.
Sanâ’i is in the trap of love with the traps and binds of createdness.
By means of that fortune that is the lot of the unconscious ones
scant be the name of the lovers and lost be the name of love.
Since Yusef Sa’id ordered this ghazal from me,
may the strength of his fortune be as the strength of love.

257

Sanâ’i, Poem 17
از ﺧﺎﻧﮫ ﺑﺮون رﻓﺘﻢ ﻣﻦ دوش ﺑﮫ ﻧﺎداﻧﯽ
از ﮐﻮه ﻓﺮود آﻣﺪ زﯾﻦ ﭘﯿﺮی ﻧﻮراﻧﯽ
ﭼﻮن دﯾﺪ ﻣﺮا ﮔﻔﺖ او داری ﺳﺮ ﻣﮭﻤﺎﻧﯽ
ﮔﻔﺘﺎ ﮐﮫ ھﻼھﯿﻦ رو ﮔﺮ ﺑﺮ ﺳﺮ ﭘﯿﻤﺎﻧﯽ
رﻓﺘﻢ ﺑﮫ ﺳﺮاﯾﯽ ﺧﻮش ﭘﺎﮐﯿﺰه و ﺳﻠﻄﺎﻧﯽ
در وی ﻧﻔﺮی دﯾﺪم ﭘﯿﺮان ﺧﺮاﺑﺎﺗﯽ
ﻣﻌﺮوف ﺑﮫ ﺑﯽ ﺳﯿﻤﯽ ﻣﺸﮭﻮر ﺑﮫ ﺑﯽ ﻧﺎﻧﯽ
اﯾﻦ ﺑﺎﺧﺘﮫ دراﻋﮫ و آن ﺑﺎﺧﺘﮫ ﺑﺎراﻧﯽ
ﻣﯽ ﮔﻔﺖ ﯾﮑﯽ رﺳﺘﻢ زان ظﻠﻤﺖ ﻧﻔﺴﺎﻧﯽ
اﯾﻦ ﮔﻔﺖ »اﻧﺎ اﻻول« ﮐﺲ ﻧﯿﺴﺖ ﻣﺮا ﺛﺎﻧﯽ
ﻣﺎﻧﺪم ﻣﺘﺤﯿﺮ ﻣﻦ زان ﺣﺎل ز ﺣﯿﺮاﻧﯽ
ﮔﻔﺖ اھﻞ ﺧﺮاﺑﺎﺗﻨﺪ اﯾﻦ ﻗﻮم ﻧﻤﯽداﻧﯽ
ھﺎن ﺗﺎ ﻧﮑﻨﯽ اﻧﮑﺎر ﮔﺮ ﺑﺮ ﺳﺮ ﭘﯿﻤﺎﻧﯽ
از اﯾﻦ ﮔﻨﮭﯽ ﻣﻨﮑﺮ در ﻣﺬھﺐ اﯾﺸﺎﻧﯽ
زﻧﮭﺎر از اﯾﻦ ﻣﻌﻨﯽ ﺑﺮ ﺧﻠﻖ ﺳﺨﻨﺮاﻧﯽ
ای آﻧﮑﮫ ز ﻗﻼﺷﯽ ﺑﺮ ﺧﻠﻖ ﺗﻮ ﺗﺮﺳﺎﻧﯽ
در ﺧﺪﻣﺖ اﯾﻦ ﻣﺮدم ﺗﺎ ﺗﻦ ﺑﮫ ﻧﺮﻧﺠﺎﻧﯽ
ﭼﻮن ﺷﺎد ﻧﺒﺎﺷﻢ ﻣﻦ از رﺣﻤﺖ ﯾﺰداﻧﯽ
ﺗﺎ دﯾﺪ ﺳﻨﺎﯾﯽ را در ﻣﺠﻠﺲ روﺣﺎﻧﯽ
اﻣﺮوز ﺑﺪاﻧﺴﺖ او ﮐﺎن ﺻﺪر ﻣﺴﻠﻤﺎﻧﯽ

ﺗﻮ ﻗﺼ ٔﮫ ﻣﻦ ﺑﺸﻨﻮ ﺗﺎ ﭼﻮن ﺑﮫ ﻋﺠﺐ ﻣﺎﻧﯽ
ﭘﯿﺪاش ﻣﺴﻠﻤﺎﻧﯽ در ﻋﺮﺻ ٔﮫ ﺑﻠﺴﺎﻧﯽ
ﮔﻔﺘﻢ ﮐﮫ ﺑﻠﯽ دارم ﺑﯽ ﺳﺴﺘﯽ و ﮐﺴﻼﻧﯽ
داﻧﻢ ﮐﮫ ﻣﺮا زﯾﻦ ﭘﺲ ﻧﻮﻣﯿﺪ ﻧﮕﺮداﻧﯽ
ﻧﮫ ﻋﯿﺐ ز ھﻤﺴﺎﯾﮫ ﻧﮫ ﺑﯿﻢ ز وﯾﺮاﻧﯽ
ﻗﻮﻣﯽ ھﻤﮫ ﻗﻼﺷﺎن ﭼﻮن دﯾﻮ ﺑﯿﺎﺑﺎﻧﯽ
ھﻤﭽﻮن اﻟﻒ ﮐﻮﻓﯽ از ﻋﻮری و ﻋﺮﯾﺎﻧﯽ
اﯾﻦ ﮔﻔﺘﮫ ﮐﮫ ﺑﺴﺘﺎﻧﯽ وان ﮔﻔﺘﮫ ﮐﮫ ﻧﺴﺘﺎﻧﯽ
ﻣﯽ ﮔﻔﺖ ﯾﮑﯽ دﯾﮕﺮ ﻣﺎ »اﻋﻈﻢ ﺑﺮھﺎﻧﯽ«
و آن ﮔﻔﺖ »اﻧﺎ آﻻﺧﺮ« ﺗﺎ ﺧﻠﻖ ﺷﻮد ﻓﺎﻧﯽ
ﮔﻔﺘﻢ ﮐﮫ ﭼﮫ ﻗﻮﻣﻨﺪ اﯾﻦ ای ﺧﻮاﺟ ٔﮫ روﺣﺎﻧﯽ
آﻧﮭﺎ ﮐﮫ ﺗﻮ اﯾﺸﺎن را ﻗﻼش ھﻤﯽ داﻧﯽ
ﮐﺎﯾﺸﺎن ھﺬﯾﺎن ﮔﻮﯾﻨﺪ از ﻣﺴﺘﯽ و ﻧﺎداﻧﯽ
ﺑﺎﯾﺪ ﮐﮫ ﺗﻮ اﯾﻦ اﺳﺮار از ﺧﻠﻖ ﺑﭙﻮﺷﺎﻧﯽ
ﭘﻨﺪار ﮐﮫ ﻧﺸﻨﯿﺪی اﻧﺪر ﺣﺪ ﻧﺴﯿﺎﻧﯽ
در زھﺪ ﻋﺒﺎدت آر ﭼﻮن ﺑﻮذر و ﺳﻠﻤﺎﻧﯽ
ﺣﻘﺎ ﮐﮫ ﺗﻮ ﺑﺮ ھﯿﭽﯽ ﭼﻮن زاھﺪ اوﺛﺎﻧﯽ
دﯾﺪار ﭼﻨﯿﻦ ﻗﻮﻣﯽ دارد ﺑﮫ ﻣﻦ ارزاﻧﯽ
ﺑﺎدﺳﺖ ﺑﮫ دﺳﺖ او زﯾﻦ زھﺪ ﺑﮫ ﺳﺎﻣﺎﻧﯽ
26
ﭼﻮن ﮔﻔﺖ ز ﺑﯽ ﺧﻮﯾﺸﯽ »ﺳُﺒﺤﺎﻧﯽ و ﺳُﺒﺤﺎﻧﯽ«
I left my house last night in ignorance.
!Listen to my story—you will be astonished
A luminous master came down from the mountain.
His Muslim-ness was found in the square of Balsani.

”?When he saw me, he said: “Are you up to going to the party
”!I said: “Yes! I am, wholeheartedly
”!He said: “If you fulfill your promise, get up, lets go
”I know you will not disappoint me from now on.
I went to a merry house, fine and royal even,
no fault could be found with the neighbors, no fear of destruction (i.e., neighbors are good
and no fear of destruction).
—In it I saw a person amidst the wise elders of the dilapidated winehouse
a group of rascals like the demons of the desert,
famous for being penniless, well-known for not even having bread,
just like a Kufic alef in nakedness.
This one lost his wool garment, that one his slicker,
26. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 666-68.
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This one said: “You are taking it!” Another said: “You are not taking it!”
One was saying: “I am liberated from that carnal darkness!”
Another was saying: “How great is my proof!”
One said: “I am the first, for me there is no second.”
Another said: “I am the last until creation passes away.”
I remained astonished from my state of perplexity,
and I asked: “O spiritual master, what group is this?!?!”
He said: “Don’t you know? This group is from the dilapidated winehouse.
They are who you know as the rascals.
Beware! Don’t deny them if you are loyal to your vow
for they rave and speak nonsense due to drunkenness and ignorance.
Because of these sins, you are denying their way and religion.
You must conceal these secrets from the people.
Beware of speaking of such things with people.
Imagine that you didn’t hear (anything), like it’s forgotten.
O you who are afraid for what may happen to people because of roguery,
bring worship to your asceticism like a Abu Zar and Salman.
So long as you do not endure hardship in service of these people,
truly you will be on the path to nowhere like the ascetics of idols.
How can I not be merry when out of mercy, God out of his bounty
allows me to visit such a motley crew?
When he saw Sanâ’i in the spiritual assmebly,
he was empty-handed from the well-designed good asceticism (i.e., he was getting nothing
out of the asceticism)
Today he found out that leading Muslim
said this when self-annihilated: “Glory be to me, Glory be to me!”
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Sanâ’i, Poem 18
ﺧﺎﻧ ٔﮫ طﺎﻋﺎت )طﺎﻣﺎت( ﻋﻤﺎرت ﻣﮑﻦ ﮐﻌﺒ ٔﮫ آﻓﺎق زﯾﺎرت ﻣﮑﻦ
ﻧﺎﻣ ٔﮫ
ﺟﺎﻣ ٔﮫ ﻧﺎﻣﻮس ﻗﻀﺎوت ﻣﮑﻦ
ﺗﻠﺒﯿﺲ )اﺑﻠﯿﺲ( ﻧﮭﻔﺘﮫ ﻣﺨﻮان
ِ
ﺟﺰ ﺑﮫ ﺧﺮاﺑﺎت اﺷﺎرت ﻣﮑﻦ
ﮔﺮ ز ﻣﻘﺎم ﺗﻮ ﺑﭙﺮﺳﺪ ﮐﺴﯽ
ﻗﺎﻋﺪه
ھﺮ ﭼﮫ ﮐﻨﯽ ﺟﺰ ﺑﮫ ﺑﺼﺎرت ﻣﮑﻦ
ﮐﺎر زﻣﺎﻧﮫ ﺑﺪان
ٔ
ِ
ﺻﻮﻣﻌﮫ را ھﯿﭻ ﻋﻤﺎرت ﻣﮑﻦ
ﺳﺮ ﺑﮫ ﺧﺮاﺑﺎت و ﺧﺮاﺑﯽ در آر
در ره اﻓﻼس ﺗﺠﺎرت ﻣﮑﻦ
ﭼﻮن ھﻤﮫ ﺳﺮﻣﺎﯾ ٔﮫ ﺗﻮ ﻣﻔﻠﺴﯽﺳﺖ
ﻗﺼ ٔﮫ ﻣﻌﺮاج ﻋﺒﺎرت ﻣﮑﻦ
ﭼﻮن ﺗﻮ ﻣﺨﻨﺚ ﺷﺪی اﻧﺪر روش
ْ ﺗﺎ ﻧﺸﻮی در
ﺧﺮﻗ ٔﮫ ﻗﻼﺷﺎن ﻏﺎرت ﻣﮑﻦ
دﯾﻦ ﻗﻼشوار
دﻋﻮی ﻣﺮدی و ﻋﺒﺎرت ﻣﮑﻦ
ﮔﺮ ﺗﻮ ﺷﺪی اﻟﮑﻦ در راه دﯾﻦ
27
ﮐﺎر ﺑﮫ ﺳﺴﺘﯽ و ﺣﻘﺎرت ﻣﮑﻦ
ﻋﻤﺮ ﺑﮫ ﺷﺎدی ﭼﻮ ﺳﻨﺎﯾﯽ ﮔﺬار
Do not build a house of spiritual conceits/acts of obedience.
Do not go on pilgrimage to the Ka’ba of the world.
Do not read the scroll of deceit/devil in hiding.
Do not judge the cloak of dishonor.
If someone asks you of your station,
don’t indicate anything except the dilapidated winehouse.
Know well the rules of the work of the world.
Whatever you do, do it with spiritual insight.
Turn towards the dilapidated winehouse and debauchery.
Do not build up the Sufi monastery.
Since all of your stock is poverty,
do not do business in the way of indigence.
Since you have become a wuss (mukhannas) on this path,
don’t gesture towards the story of the me’raj.
Until you become roguish in religion,
don’t plunder the mantles of the rogues.
If you have become a stammerer on religion’s path,
don’t claim to be so eloquent and manly.
Pass your life with mirth like Sanâ’i.
Don’t do weak and contemptible work.

27. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 506.
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Sanâ’i, Poem 19
ﭼﻮن ﺧﺮاﻣﺎن ز ﺧﺮاﺑﺎت ﺑﺮون آﻣﺪ ﻣﺴﺖ
ﺷﺮﺑﺖ ﺧﻤﺮ ﭼﺸﯿﺪه ﻋﻠﻢ ﮐﻔﺮ ﺑﺪﺳﺖ
ﻧﯿﺴﺖ ﺣﺎﺻﻞ ﺷﻮد آﻧﺮا ﮐﮫ ﺑﺮون ﺷﺪ از ھﺴﺖ
ﮐﮫ ﺑﮫ ﺷﻤﺸﯿﺮ ﺟﻔﺎ ﺟﺰ دل ﻋﺸﺎق ﻧﺨﺴﺖ
ﭘﺮده ﭘﻨﺪار و ھﻮی ﺑﯿﺮون ﺟﺴﺖ
ٔ از ﭘﺲ
ﮐﮫ در آﻧﺴﺎﻋﺖ زﻧﺎر ﭼﮭﻞ ﮔﺮدن ﺑﺴﺖ
ﺧﺎﮐﯿﯽ را ﮐﮫ ازﯾﻦ ﺧﺎک ﺷﻮد ﺧﺎک ﭘﺮﺳﺖ
28
ﮐﮫ ﺑﮫ ﺑﺘﺨﺎﻧﮫ ﻧﯿﺎﺑﯿﻢ ھﻤﯽ ﺟﺎی ﻧﺸﺴﺖ

ﺷﻮر در ﺷﮭﺮ ﻓﮕﻨﺪ آن ﺑﺖ زﻧﺎرﭘﺮﺳﺖ
ﭘﺮده ﺷﺮم درﯾﺪه ﻗﺪح ﻣﯽ در ﮐﻒ
ٔ
ﺷﺪه ﺑﯿﺮون ز در ﻧﯿﺴﺘﯽ و از ھﺴﺘﯽ ﺧﻮﯾﺶ
ﭼﻮن ﺑﺖ اﺳﺖ آن ﺑﺖ ﻗﻼش دل رھﺒﺎن ﮐﯿﺶ
اﻧﺪر آن وﻗﺖ ﮐﮫ ﺟﺎﺳﻮس ﺟﻤﺎل رخ او
ھﯿﭻ اﺑﺪال ﻧﺪﯾﺪی ﮐﮫ درو در ﻧﮕﺮﯾﺴﺖ
ﮔﺎه در ﺧﺎک ﺧﺮاﺑﺎت ﺑﺠﺎن ﺑﺎز ﻧﮭﺎد
ﺑﺮ در ﮐﻌﺒ ٔﮫ طﺎﻣﺎت ﭼﮫ ﻟﺒﯿﮏ زﻧﯿﻢ

That Christian cincture-worshipping idol incited an uproar in the city
when he came strutting out of the dilapidated winehouse!
He rent the veil of shame with a goblet in hand,
he sipped wine as he raised the flag of infidelity.
He has gone beyond the door of non-existence and self-existence—
non-existence is the yield for one who goes beyond existence.
He is like an idol—that rogue-hearted adherent of the Christian monk’s way—
who only wounds the hearts of the lovers with his sword.
At that moment when the spy of the beauty of his visage
jumped out from behind the veil of thought and desire (havâ),
you did not see a single pious saint who looked upon him
and did not that very moment strap the forty-knotted Christian cincture around his
waist.
Sometimes in the dust of the winehouse, he gave life to an earthly mortal
who then became a worshipper of the (winehouse’s) dust.
How can we shout, “Here we are! At your service!”29 at the door of the Ka’ba of
spiritual bluster
when we do not find a place to sit in the idols’ temple?!

28. Sanâ’i, Divân-e Sanâʼi (ed. Rezavi), 89.
29. The phrase “Here we are [usually: Here I am]” (labbayk) is part of the talbīyah prayer said by Muslim
pilgrims on the hajj.
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‘Attâr, Poem 1
ﻗﻼش و ﻗﻠﻨﺪر ﺷﺪم و ﺗﻮﺑﮫ ﺷﮑﺴﺘﻢ
از د َْﻟﻖ ﺑﺮون آﻣﺪم از زرق ﺑﺮﺳﺘﻢ
َﻣﯽ دادم و َﻣﯽ ﺧﻮردم و ﺑﯽ َﻣﯽ ﻧﻨﺸﺴﺘﻢ
ﺗﺴﺒﯿﺢ ﺑﯿَﻔﮑﻨﺪم و زﻧﺎر ﺑﺒﺴﺘﻢ
ﻣﻌﺬور ﺑﺪار ار ﻏﻠﻄﯽ رﻓﺖ ﮐﮫ ﻣﺴﺘﻢ
از ﺑﺎده ﮐﮫ ﺧﻮردم ﺧﺒﺮم ﻧﯿﺴﺖ ﮐﮫ ھﺴﺘﻢ
ﻋﯿﺒﻢ ﻧﮑﻨﯽ ﺑﺎز اﮔﺮ ﺑﺎده ﭘﺮﺳﺘﻢ
ﺗﻘﺪﯾﺮ ﭼﻨﯿﻦ ﺑﻮد و ﻗﻀﺎ ﻧﯿﺴﺖ ﺑﮫ دﺳﺘﻢ
30
ﺖ اﻟﺴﺘﻢ
ِ ﺗﺎ ﭼﻨﺪ زﻧﯽ ﻻف ﮐﮫ ﻣﻦ ﻣﺴ

ﺻﻒ اوﺑﺎش زﻣﺎﻧﯽ ﺑِﻨِ َﺸﺴﺘﻢ
دی در
ِ
ب ﺧﺮاﺑﺎت ﺷﺪ اﯾﻦ ﺧﺮﻗ ٔﮫ ﺳﺎﻟﻮس
ِ ﺟﺎرو
از ﺻﻮﻣﻌﮫ ﺑﺎ ﻣﯿﮑﺪه اﻓﺘﺎد ﻣﺮا ﮐﺎر
ﭼﻮن ﺻﻮﻣﻌﮫ و ﻣﯿﮑﺪه را اﺻﻞ ﯾﮑﯽ ﺑﻮد
در ﺻﻮﻣﻌ ْﮫ ﺻﻮﻓﯽ ﭼﮫ ﺷﻮی ُﻣﻨ ِﮑ ِﺮ ﺣﺎﻟﻢ
ﺳﺮﻣﺴﺖ ﭼﻨﺎﻧﻢ ﮐﮫ ﺳﺮ از ﭘﺎی ﻧﺪاﻧﻢ
ﯾﮏ ﺟﺮﻋﮫ از آن ﺑﺎده اﮔﺮ ﻧﻮش ﮐﻨﯽ ﺗﻮ
اﮐﻨﻮن ﮐﮫ ﻣﺮا ﮐﺎر ﺷﺪ از دﺳﺖ ﭼﮫ ﺗﺪﺑﯿﺮ
ﻋﻄﺎر درﯾﻦ راه ﻗﺪم زن ﭼﮫ زﻧﯽ دم

Last night I sat for a bit in the ranks of the ruffians—
I became a rogue and rascal and broke my repentance.
This robe of hypocrisy became the broom of the winehouse.
I shed my dervish cassock and was liberated from hypocrisy.
My work was transferred from the hermitage to the winehouse.
I gave wine, drank wine, and never sat without it.
Since both the hermitage and the winehouse were of the same foundation,
I tossed aside my prayer beads and fastened the cincture around my waist.
Why do you, Sufi, deny my state in the hermitage?
Forgive me if I did something wrong, I am drunk.
I am so drunk that I do not even know heads from tails.
[I am so drunk] from this wine that I drank, I am not even aware I exist.
If you drink but one draught of that wine,
you will not find me sinful if I am a wine-worshipper.
Now that all affairs are out of our hands, what can one do?
Such was my fate, and destiny is not in my hands.
‘Attâr walk on this path! Why are you talking?
For how long will you brag that “I am drunk with the wine of ‘am I not’ (alast)?”

30. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 392-93. Shafi’i-Kadkani doubts the attribution of this poem to ‘Attâr
(Shafi’i-Kadkani, Qalandariyeh dar târikh, 313).
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‘Attâr, Poem 2
زﻟﻒ ﺧﻮد ﺑﺸﻮﻟﯿﺪه درآﻣﺪ
ﭼﻮ
ِ
َن دﯾﺪه درآﻣﺪ
ِ ﺑﮫ ﺷﺐ از روز
ﻧﮭﺎن از را ِه دزدﯾﺪه درآﻣﺪ
ﺗﺮﺳﺎﯾﯽ ﻧﺘﺮﺳﯿﺪه درآﻣﺪ
ﺑﮫ
ْ
ﭼﻮ رﻧﺪیْ دردﻧﻮﺷﯿﺪه درآﻣﺪ
ﻟﺒﺎس ﮐﻔﺮ ﭘﻮﺷﯿﺪه درآﻣﺪ
ِ
ﺟﺎن ﺷﻮرﯾﺪه درآﻣﺪ
ِ ﺗﻔﯽ از
ﻓﺘﻮﺣﯽ ﺑﺲ ﭘﺴﻨﺪﯾﺪه درآﻣﺪ
31
ْ
ﺟﮭﺎن دﯾﺪه درآﻣﺪ
ﭼﻮ ﺑﯿﺮون ﺷﺪ

ﻧﮕﺎرم دوش ﺷﻮرﯾﺪه درآﻣﺪ
ﻧﻮر آﻓﺘﺎﺑﻢ
ِ ﻋﺠﺎﯾﺐ ﺑﯿﻦ ﮐﮫ
ﭼﻮ زﻟﻔﺶ دﯾﺪ دل ﺑ ُْﮕﺮﯾﺨﺖ ﻧﺎﮔﮫ
زﻧﺎر زﻟﻔﺶ
ﻣﯿﺎن درﺑﺴﺖ از
ِ
ﭼﻮ ﺷﯿﺨﯽ ﺧﺮﻗﮫ ﭘﻮﺷﯿﺪه ﺑﺮون ﺷﺪ
دای زھﺪ در ﺻﺤﺮا ﺑﯿَﻨﺪاﺧﺖ
ِ ِر
ﺑﮫ دل ﮔﻔﺘﻢ ﭼﺒﻮدت ﮔﻔﺖ ﻧﺎﮔﮫ
ﻣﺮا از ﻣﻦ رھﺎﻧﯿﺪ و ﺑﮫ اﻧﺼﺎف
ْ
ﺟﮭﺎن ﻋﻄﺎر را داد و ﺑﺮون ﺷﺪ

My beloved appeared last night frenzied, enamored.
Like his tresses, he came out disshelved.
See the wondorous things that the light of my sun
shown through the window of my eyes at night.
When the heart saw his tresses, it suddenly fled
and came back by a hidden path.
Around its waist it bound a zonnâr cincture of his locks,
and it fearlessly coverted to Christianity.
It came out like a sheykh clad in a Sufi mantle.
It came out as a dregs-drinking libertine.
It threw its mantle of asceticism in the field
and came out again with the garments of infidelity on.
I said to the heart: “What is up with you?”
It suddenly responded: “Suddenly a heat came from this frenzied soul!”
It set me free from me—truly
it was a most pleasing conquest/spiritual opening.
The beloved gave the world to ‘Attâr and left—
when he left, the world became truly visible.

31. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 227.

263

‘Attâr, Poem 3
ﺳﺤﺮﮔﺎھﯽ ﺷﺪم ﺳﻮی ﺧﺮاﺑﺎت
ﻋﺼﺎ اﻧﺪر ﮐﻒ و ﺳﺠﺎده ﺑﺮ دوش
ﺧﺮاﺑﺎﺗﯽ ﻣﺮا ﮔﻔﺘﺎ ﮐﮫ ای ﺷﯿﺦ
ﺑﺪو ﮔﻔﺘﻢ ﮐﮫ ﮐﺎرم ﺗﻮﺑ ٔﮫ ﺗﻮﺳﺖ
ﻣﺮا ﮔﻔﺘﺎ ﺑُﺮو ای زاھ ِﺪ ﺧﺸﮏ
اﮔﺮ ﯾﮏ ﻗَﻄﺮهی دُردی ﺑﺮ ﺗﻮ رﯾﺰم
ﺑﺮو ﻣﻔﺮوش زھﺪ و ﺧﻮدﻧَﻤﺎﺋﯽ
ﮐﺴﯽ را اوﻓﺘﺪ ﺑﺮ رویْ اﯾﻦ رﻧﮓ
ﺑﮕﻔﺖ اﯾﻦ و ﯾﮑﯽ دُردی ﺑﮫ ﻣﻦ داد
ﺟﺎن ﮐﮭﻨﮫ
ﭼﻮ ﻣﻦ ﻓﺎﻧﯽ ﺷﺪم از ِ
ﭼﻮ از ﻓﺮﻋﻮنھﺴﺘﯽ ﺑﺎز رﺳﺘﻢ
ﭼﻮ ﺧﻮد را ﯾﺎﻓﺘﻢ ﺑﺎﻻی ﮐﻮﻧﯿﻦ
ﺑﺮآﻣﺪ آﻓﺘﺎﺑﯽ از وﺟﻮدم
داﻧﻨﺪه راز
ﺑﺪو ﮔﻔﺘﻢ ﮐﮫ ای
ٔ
ﻣﻐﺮور ﻏﺎﻓﻞ
ﻣﺮا ﮔﻔﺘﺎ ﮐﮫ ای
ِ
ﺑﺴﯽ ﺑﺎزی ﺑﺒﯿﻨﯽ از ﭘﺲ و ﭘﯿﺶ
ت ﻋﺎﻟﻢ ﻣﺴﺖ ﻋﺸﻘﻨﺪ
ھﻤﮫ ذرا ِ
ﻧﻮر ﺧﻮرﺷﯿﺪ
در آن ﻣﻮﺿﻊ ﮐﮫ ﺗﺎﺑﺪ ِ
ﭼﮫ ﻣﯽﮔﻮﯾﯽ ﺗﻮ ای ﻋﻄﺎر آﺧﺮ

ﮐﮫ رﻧﺪان را ﮐﻨﻢ دﻋﻮت ﺑﮫ طﺎﻣﺎت
ﮐﮫ ھﺴﺘﻢ زاھﺪی ﺻﺎﺣﺐْ ﮐﺮاﻣﺎت
ﺑﮕﻮ ﺗﺎ ﺧﻮد ﭼﮫ ﮐﺎر اﺳﺖ از ﻣﮭﻤﺎت
اﮔﺮ ﺗﻮﺑﮫ ﮐﻨﯽ ﯾﺎﺑﯽ ُﻣﺮاﻋﺎت
دردی ﺧﺮاﺑﺎت
ﮐﮫ ﺗﺮ ﮔﺮدی ز
ِ
ز ﻣﺴﺠﺪ ﺑﺎزﻣﺎﻧﯽ وز ﻣﻨﺎﺟﺎت
ﮐﮫ ﻧﮫ زھﺪت ﺧﺮﻧﺪ اﯾﻨﺠﺎ ﻧﮫ طﺎﻣﺎت
ﮐﮫ در ﮐﻌﺒﮫ ﮐﻨﺪ ﺑﺖ را ُﻣﺮاﻋﺎت
ِﺧ ِﺮف ﺷﺪ ﻋﻘﻠﻢ و رﺳﺖ از ﺧﺮاﻓﺎت
ﻣﺮا اﻓﺘﺎد ﺑﺎ ﺟﺎﻧﺎن ﻣﻼﻗﺎت
ﭼﻮ ﻣﻮﺳﯽ ﻣﯽﺷﺪم ھﺮ دم ﺑﮫ ﻣﯿﻘﺎت
ﭼﻮ دﯾﺪم ﺧﻮﯾﺸﺘﻦ را آن ﻣﻘﺎﻣﺎت
درون ﻣﻦ ﺑﺮون ﺷﺪ از ﺳﻤﺎوات
ِ
ب آن ذات
ﺑﮕﻮ ﺗﺎ َﮐﯽ ِر َﺳﻢ در ﻗُﺮ ِ
رﺳﺪ ھﺮﮔﺰ ﮐﺴﯽ ھﯿﮭﺎت ھﯿﮭﺎت
وﻟﯽ آﺧﺮ ﻓﺮوﻣﺎﻧﯽ ﺑﮫ ﺷﮭﻤﺎت
ﻓﺮوﻣﺎﻧﺪه ﻣﯿﺎن ﻧﻔﯽ و اﺛﺒﺎت
ﻧﮫ ﻣﻮﺟﻮد و ﻧﮫ ﻣﻌﺪوم اﺳﺖ ذرات
32
ﮐﮫ داﻧﺪ اﯾﻦ رﻣﻮز و اﯾﻦ اﺷﺎرات
I went one morning to the winehouse
to invite the rowdy libertines to spiritual conceits,
staff in hand and prayer carpet on my shoulder
for I am an ascetic possessing miraculous powers.
!A denizen of the dilapidated winehouse said to me: “O sheykh
”?Tell us what business do you have [with us] of importance
!I said to him: “My business is your repentance
”If you repent, you will find favor.
!He said to me: “Go you dry ascetic
!Get moistened first by the dregs of the winehouse
If I pour but one drop of the dregs on you,
you will be cut off from the mosque and private prayers.
Go! Don’t sell your asceticism and self-righteousness arrogance
!for here they won’t buy your asceticism and spiritual conceits
This color only falls on the faces of those who
”!venerate idols in the Ka’ba itself

32. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 11-12.
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He said this and then gave me a bit of the dregs—
my rational mind was stupified and was liberated from silly fables.
When my old soul was annihilated,
I met the beloved.
When I was saved from pharonic-existence,
like Moses each moment I was seeing God.
When I found myself above the two worlds,
when I saw myself at that [elevated] station,
a sun came out of my own existence—
my inner life went beyond the skies.
I said to him: “O knower of the secret!
Tell me when I will arrive to proximity of the essence.”
He said: “O arrogant ignoramus!
one would never arrive—oh, alas!
You will see many games all around
but in the end you will be stunned in checkmate.
All particles of the earth are drunk with love,
astonished between negation and proof.
In that place that the light of the sun shines,
particles are not existent nor non-existent.”
What are you saying, ‘Attâr?
Who knows these mysteries and divine signs?
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‘Attâr, Poem 4
ﺑﺘﺮﮐﯽ ﺑُﺮد دﯾﻦ و دل ز دﺳﺘﻢ
ﮐﻨﻮن ﻣﻦ ﺑﯽ دل و ﺑﯽ دﯾﻦ ﻧﺸﺴﺘﻢ
ﺑﮫ ﺷﯿﺸﮫ ﺗﻮﺑﮫی ﺳﻨﮕﯿﻦ ﺷﮑﺴﺘﻢ
ﻣﻦ از رد و ﻗﺒﻮل ﺧَﻠﻖ رﺳﺘﻢ
ﻣﯿﺎن ﮔﺒﺮﮐﺎن زﻧﺎر ﺑﺴﺘﻢ
ﺑﮫ ﺻﺪ ﻣﺴﺘﯽ ز ﮐﻔﺮ و زھﺪ َﺟﺴﺘﻢ
ﺲ ﻣﻦ ﺑﺖ و ﻣﻦ ﺑﺖ ﭘﺮﺳﺘﻢ
ِ ﮐﮫ ﻧَ ْﻔ
ھﻤﯽ ھﺴﺘﻢ ﭼﻨﺎن ﮐﺰ ﻋﺸﻖ ھﺴﺘﻢ
ﭼﮫ ﮔﻮﯾﻢ ﭼﻮن ﻧﮫ ھﺸﯿﺎرم ﻧﮫ ﻣﺴﺘﻢ
33
 ﮐﺮد ﭘﺴﺘﻢ،ﺑﻠﻨ ِﺪ ﮐﻮن ﺑﻮدم

ﻧﯿﻢ ﻣﺴﺘﻢ
درآﻣﺪ دوش
ِ
ِ ﺗﺮک
دﻟﻢ ﺑﺮﺧﺎﺳﺖ دﯾﻨﻢ رﻓﺖ از دﺳﺖ
ﭼﻮ آﺗﺶْ ﺷﯿﺸﮫای ﻣﯽ ﭘﯿﺸﻢ آورد
ﻠﻖ ﻣﻦ ﻓﺮو رﻓﺖ
ِ ﭼﻮ ﯾﮏ دُردی ﺑﮫ َﺣ
ز ﻣﺴﺘﯽ ﺧﺮﻗﮫ ﺑﺮ آﺗﺶ ﻧﮭﺎدم
ﻋﺰم زھﺪ ﮐﺮدم ﮐﻔﺮ دﯾﺪم
ِ ﭼﻮ
ﭘﺲ از ﻣﺴﺘﯽ ﻋﺸﻘﻢ ﮔﺸﺖ ﻣﻌﻠﻮم
ﭼﮫ ﻣﯽﭘﺮﺳﯽ ﻣﺮا ﮐﺰ ﻋﺸﻖ ﭼﻮﻧﯽ
ﭼﮫ داﻧﻢ ﭼﻮن ﻧﮫ ﻓﺎﻧﯽام ﻧﮫ ﺑﺎﻗﯽ
ﭼﻮ در ﻻﮐﻮن اﻓﺘﺎدم ﭼﻮ ﻋﻄﺎر

Last night my half-drunk Turk came sauntering in,
with his all Turkishness he took (from my hands) my heart and religion.
My heart rose up—I lost my religion!
Now I am lovesick and without religion.
He brought me a glass of wine like fire;
with that glass I broke a hard vow of repentance.
When some dregs had passed through my throat,
I was liberated from rejection and acceptance by the people.
Due to drunkenness, I placed my Sufi mantle on the fire
[and] amidst those fire-worshippers I fastened the cincture.
When I turned towards asceticism, I saw infidelity (kofr);
with [the aid of] a lot of wine, I leapt back from this infidelity, this asceticism.
After becoming drunk with love, it was made clear to me that
my (lower) self is an idol and I am an idol-worshipper.
Why do you ask me, “How are you doing with love?”
I am always like this for I exist from love.
What do I know? Since I am neither annihilated nor subsisting.
What can I say? Since I am neither sober nor drunk.
Since I fell into non-existence like ‘Attâr,
I was exalted, [but] existence debased me.

33. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 390-91.

266

‘Attâr, Poem 5
دادﯾﻢ دل از دﺳﺖ و ﭘﯽ ﯾﺎر ﮔﺮﻓﺘﯿﻢ
ﭘﺲ در ره ﺟﺎﻧﺎن ﭘﯽ اﺳﺮار ﮔﺮﻓﺘﯿﻢ
و از آرزوی او ﮐﻢ اﻏﯿﺎر ﮔﺮﻓﺘﯿﻢ
ﺗﺮک ﺧﻮدی ﺧﻮﯾﺶ ﺑﯿﮑﺒﺎر ﮔﺮﻓﺘﯿﻢ
داﻣﻦ ﭘﻨﺪار ﮔﺮﻓﺘﯿﻢ
در ﮐﻮی رﺟﺎ
ِ
از ﮐﻌﺒﮫی ظﺎھﺮ ره ﺧﻤﺎر ﮔﺮﻓﺘﯿﻢ
ﭼﮫ ﺧﺮﻗﮫ ﭼﮫ ﺗﺴﺒﯿﺢ ﮐﮫ زﻧﺎر ﮔﺮﻓﺘﯿﻢ
اﻧﺪر ره دﯾﻦ ﺷﯿﻮه ُﮐﻔّﺎر ﮔﺮﻓﺘﯿﻢ
34
ﭘﺲ ﻣﺎ ﺑﮫ ﯾﻘﯿﻦ ﻣﺬھﺐ ﻋﻄﺎر ﮔﺮﻓﺘﯿﻢ

ﻣﺎ ﺑﺎر دﮔﺮ ﮔﻮﺷﮫ ﺧ ّﻤﺎر ﮔﺮﻓﺘﯿﻢ
دﻋﻮی دو ﮐﻮن از دل ﺧﻮد دور ﻓﮑﻨﺪﯾﻢ
از ھﺮ دو ﺟﮭﺎن ﻣﮭﺮ ﯾﮑﯽ را ﺑِ ُﮕﺰﯾﺪﯾﻢ
ﮔﻔﺘﻨﺪ ﺧﻮدی ﺗﻮ درﯾﻦ راه ﺣﺠﺎب اﺳﺖ
ای ﺑﺲ ﮐﮫ ﭼﻮ ﭘﺮواﻧﮫی ﭘَﺮ ﺳﻮﺧﺘﮫ از ﺷﻤﻊ
از ﮐﻌﺒﮫی ﺟﺎن ﭼﻮﻧﮑﮫ ﻧﺪﯾﺪﯾﻢ ﻧﺸﺎﻧﯽ
از ﺧﺮﻗﮫ و ﺗﺴﺒﯿﺢ ﭼﻮ ﺟﺰ ﻧﺎم ﻧﺪﯾﺪﯾﻢ
زﯾﻦ دﯾﻦ ﺑﮫ ﺗﺰوﯾﺮ ﭼﻮ دل ﺧﯿﺮه ﻓﺮوﻣﺎﻧﺪ
ﭼﻮن ھﺮﭼﮫ ﺟﺰ او ھﺴﺖ درﯾﻦ راه ﺣﺠﺎب اﺳﺖ

We once again took up a corner in the vintner’s place.
We gave away our heart and followed the trail of the friend.
We threw off the claims of both worlds on our heart;
then on the trail of the beloved, we took the path of secrets/mysteries.
Out of both worlds, we chose the love of only one
and out of desire for him, we regarded others as less worthy.
They said: “Your self is a veil on this path,”
so at once we abandoned our selves.
Oh how often that like a moth burnt by a candle
we attached ourselves to fancy thoughts in the quarter of hope.
Since we did not see any sign of the ka’ba of the soul,
we took the path of the vintner from the external Ka’ba.
Since we did not see but good name in the Sufi mantle and prayer beads,
we buckled the cincture around our waist—really, what are mantle and prayers beads?!
Since the heart is bewildered by this deceitful brand of religion,
we have taken up the way of the infidels in the path of religion.
Since whatever is other than he in this path is a veil,
we took up the religion of ‘Attâr with certainty!

34. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 491-92.
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‘Attâr, Poem 6
زﻧﺎر ﻣﻐﺎﻧﮫ ﺑﺮ ﻣﯿﺎن ﺑﺴﺘﻢ
زﻧﺎر ﭼﺮا ھﻤﯿﺸﮫ ﻧَ ْﭙ َﺮﺳﺘﻢ
ﭼﻮن ﺣﻠﻘﮫ زﻟﻒ ﺗﺴﺖ در دﺳﺘﻢ
در زﻟﻒ ﺗﻮ دﺳﺖ ﺗﺎ ﺑﭙﯿﻮﺳﺘﻢ
ﺧﻮردم ﻣﯽ ﻋﺸﻖ و ﺗﻮﺑﮫ ﺑﺸﮑﺴﺘﻢ
ﮔﻮﯾﯽ ز ھﺰار ﺳﺎﻟﮕﯽ ﻣﺴﺘﻢ
ﺑﺴﯿﺎر ﺑﺮ آن درﯾﭽﮫ ﺑﻨﺸﺴﺘﻢ
ﻣﻦ ﭼﺸﻤ ٔﮫ دل ﺑﮫ ﺑﺤﺮ ﭘﯿﻮﺳﺘﻢ
زان ﺻﯿﺪ ﮐﮫ اوﻓﺘﺎد در ﺷﺴﺘﻢ
از رﺳﻢ و رﺳﻮم اﯾﻦ ﺟﮭﺎن رﺳﺘﻢ
اﻣﺮوز ﺑﺪﯾﻦ ﺻﻔﺖ ﮐﮫ ﻣﻦ ھﺴﺘﻢ
 ﺑﻠﻨﺪ و ﭘﺴﺘﻢ، ھﻤﮫام،ھﯿﭽﻢ
35
ﺗﻮ داﻧﯽ و ﺗﻮ ﮐﮫ ﻣﻦ ﺑﺮون ﺟﺴﺘﻢ

از ﻋﺸﻖ ﺗﻮ ﻣﻦ ﺑﮫ دﯾﺮ ﺑِ ْﻨ َﺸﺴﺘﻢ
ﭼﻮن ﺣﻠﻘ ٔﮫ زﻟﻒ ﺗﺴﺖ زﻧﺎری
ﮔﺮ دﯾﻦ و دﻟﻢ ز دﺳﺖ ﺷﺪ ﺷﺎﯾﺪ
دﺳﺖآوﯾﺰی ﻧﮑﻮ ﺑﮫ دﺳﺖ آﻣﺪ
ﭼﻮن ﺗﺮﺳﺎﯾﯽ درﺳﺖ ﺷﺪ ﺑﺮ ﻣﻦ
زان ﻣﯽ ﮐﮫ ﺑﮫ ﺟﺮﻋﮫای ﮐﮫ ﻣﻦ ﺧﻮردم
در ﺳﯿﻨﮫ درﯾﭽﮫای ﭘﺪﯾﺪ آﻣﺪ
ﺻﺪ ﺑﺤﺮ از آن درﯾﭽﮫ ﭘﯿﺪا ﺷﺪ
طﺎﻗﺖ ﭼﻮ ﻧﺪاﺷﺘﻢ ﺷﺪم ﻏﺮﻗﮫ
ﺟﺎﻧﻢ ﭼﻮ ز
ﻋﺸﻖ آن ﺟﮭﺎﻧﯽ ﺷﺪ
ِ
ﺑﺎور ﻧﮑﻨﻨﺪ اﮔﺮ ﺑﮫ ﻧﻄﻖ آرم
ﻧﮫ ﻣﻮﺟﻮدم ﻧﮫ ﻧﯿﺰ ﻣﻌﺪوﻣﻢ
ﻋﻄﺎر درﯾﻦ ﭼﻨﯿﻦ ﺧﻄﺮﮔﺎھﯽ

I seated myself in the monastery out of love for you.
I strapped the Magian cincture around my waist.
Since the ringlets of your tresses are a cincture,
why don’t I always worship the cincture?
If my religion and heart are lost, it is proper
since I am knocking at your door.
A good pretext came about
since I grasped your locks.
When Christianity was made clear to me,
I drank the wine of love and broke my repentance.
When I drank just a sip of that wine
it seems that I am drunk for a thousand years!
In my breast a window appeared;
I remained near that window for a long time.
A hundred seas gushed forth from that window—
I linked the fountain of my heart to this sea.
Since I did not have strength to withstand [this sea], I was drowned—
I am of that prey that was caught in the net.
When my soul, because of love, became of that world,
I was liberated from the customs of this world.

35. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 389-90.
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They would not even believe if I put into words today
the way that I am.
I am not existent, I am not non-existent
I am nothing, I am everything—I am exalted, I am vile.
‘Attâr, in [saying] such you are in a dangerous zone.
You know and only you that I have escaped from (that dangerous place).
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‘Attâr, Poem 7
ﭘﺲ در ﻗﻤﺎرﺧﺎﻧﮫ ﻣﻨﺎﺟﺎت ﻣﯽﮐﻨﯿﻢ
ﺻﺎف ﻣﯿﮑﺪه ھَﯿﮭﺎت ﻣﯽﮐﻨﯿﻢ
ﮔﺎھﯽ ز
ِ
ْﺧﺮاب
ﮐﺎر ﺧﺮاﺑﺎت ﻣﯽﮐﻨﯿﻢ
ﻣﺴﺖ و
ِ
از ﺑﮭﺮ دردﯾﯽ ﭼﮫ ُﻣﺮاﻋﺎت ﻣﯽﮐﻨﯿﻢ
ﻣﺎ ﺑﯽﻧﻔﺎق ﺗﻮﺑﮫ ز طﺎﻣﺎت ﻣﯽﮐﻨﯿﻢ
دﻋﻮی ﻣﻘﺎم و ﻣﻘﺎﻣﺎت ﻣﯽﮐﻨﯿﻢ
ﻧﮫ
ِ
ﺑﺮ آرزوی ﮐﺸﻒ و ﮐﺮاﻣﺎت ﻣﯽﮐﻨﯿﻢ
 ﻣﯽﮐﻨﯿﻢ36ﺑﺮ اھﻞ دﯾﻦ ﺑﮫ ﮐﻔﺮ ﻣﺒﺎﺣﺎت
ﺑﺎ ﮐﺲ ﻧﮫ داوری ﻧﮫ ﻣﮑﺎﻓﺎت ﻣﯽﮐﻨﯿﻢ
ﻣﯽده ﮐﮫ ﮐﺎر ﻣﯽ ﺑﮫ ﻣﮭﻤﺎت ﻣﯽﮐﻨﯿﻢ
ﺑﯽ ﯾﮏ ﭘﯿﺎده ﺑﺮ رخ ﺗﻮ ﻣﺎت ﻣﯽﮐﻨﯿﻢ
ﺷﺎھﺪان روح ﻣﻼﻗﺎت ﻣﯽﮐﻨﯿﻢ
ﺑﺎ
ِ
37
ﮐﺎر ﺧﺮاﺑﺎت ﻣﯽﮐﻨﯿﻢ
روز
دو
ﯾﮏ
ھﻢ
ِ

ﻣﺎ ره ز ﻗﺒﻠﮫ ﺳﻮی ﺧﺮاﺑﺎت ﻣﯽﮐﻨﯿﻢ
ﮔﺎھﯽ ز دَر ِد دُرد ھﯿﺎھﻮی ﻣﯽزﻧﯿﻢ
ﭼﻮن ﯾﮏ ﻧﻔﺲ ﺑﮫ ﺻﻮﻣﻌﮫ ھﺸﯿﺎر ﻧﯿﺴﺘﯿﻢ
ﺟﻮاﻧﺎن رﻧﺪ را
ﭘﯿﺮا ﺑﯿﺎ ﺑﺒﯿﻦ ﮐﮫ
ِ
ُردی ﻣﺎ ﺗﻮﺑﮫ ﻣﯽﮐﻨﻨﺪ
ِ طﺎﻣﺎﺗﯿﺎن ز د
ﻻف ﭘﺎکﺑﺎزی و رﻧﺪی ھﻤﯽ زﻧﯿﻢ
ِ ﻧﮫ
ﻣﺎ را ﮐﺠﺎﺳﺖ ﮐﺸﻒ و ﮐﺮاﻣﺎت ﮐﯿﻦ ھﻤﮫ
دُردیﮐﺸﯿﻢ و ﺗﺎ ﺑﻨﺒﺎﺷﯿﻢ ﻣﺮد دﯾﻦ
ﺣﻖ ﻣﺎ ﺧَﻠﻖ زاﻧﮑﮫ ﻣﺎ
ِ ﮔﻮ ﺑﺪ ﮐﻨﯿﺪ در
ای ﺳﺎﻗﯽ اھﻞ درد درﯾﻦ ﺣﻠﻘﮫ ﺣﺎﺿﺮﻧﺪ
َﻄﻊ دو رﻧﮓ را
ﺳﻠﻄﺎن ﯾﮏ
ِ
ٔ
ِ ﺳﻮاره ﻧ
ﺷﺐروان ﺑﺎدﯾ ٔﮫ ﮐﻌﺒ ٔﮫ دﻟﯿﻢ
ﻣﺎ
ِ
ﺐ ﻋﻠﻢ و ﻋﻘﻞ ﭼﻮ ﻋﻄﺎر اﯾﻦ زﻣﺎن
ﮐﺴ
در
ِ

We are taking the road from the qibla38 towards the dilapidated winehouse,
then we will do our prayers in the gambling house.
Sometimes we cause an uproar from the pain of the dregs;
other times we sigh from the pure wine of the winehouse.
Since we are not sober for a moment in the hermitage,
we will do the work of the winehouse drunk and wasted.
O wise elder! Come and see how gentle we are
to the youthful libertines just to get some dregs!
Those full of spiritual conceits are repenting from our dregs
while we, without hypocrisy, are repenting from their spiritual conceits!
We are not boasting of “going all in” and debauchery,39
nor claiming any exalted states or stations.
Where are all our enlightenment and miracles?
For all we desire is enlightenment and miracles.
We are dreg-drinkers so we are no longer men of religion.
We are rendering infidelity lawful for the people of religion!40

36. Keshavarz said she thinks this may be  ﻣﺒﺎﻫﺎتinstead of ﻣﺒﺎﺣﺎت.
37. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 509-11.
38. The qibla is the direction in which Muslims pray. It is determined by the location of the Ka’ba, the holiest
shrine in Islam, toward which all Muslims pray.
39. The oldest manuscript (Majles 2600) reads rendi here instead of mardi, which seems to make more sense in
this context so I have opted for this alternative reading.
40. A textual variant could change the meaning of this line to “we boast of infidelity to the people of religion.”
Regardless of which way we read this line, the valorization of infidelity (kofr) over (din) remains.
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Tell the people to do bad to us! For we
do not retaliate against or judge anyone.
O Saqi! The people of the dregs in this circle are ready!
Give them wine for we are doing the essential work of the wine.
Without a pawn, with your face (also: rook)
we will checkmate the king of the chess board.
We are the night-riders of the bedouin tribes of the heart’s Ka’ba.
We meet and converse with the shâheds of the soul!
Regarding acquiring rational and learned knowledge, like ‘Attâr this time
we take up the work of the winehouse for a day or two.
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‘Attâr, Poem 8
ﻧﺎمآور ﮐﻔﺮ و ﻧﻨﮓِ اﯾﻤﺎﻧﯿﻢ
ِ
ﮔﮫ ھﻤﺪم ﺟﺎﺛﻠﯿﻖ رھﺒﺎﻧﯿﻢ
ﮐﺰ وﺳﻮﺳﮫ اوﺳﺘﺎد ﺷﯿﻄﺎﻧﯿﻢ
ﺳﺮ ﭘﺎی ﺑﺮھﻨﮕﺎن دو ﺟﮭﺎﻧﯿﻢ
ﻣﺎ راه ﺑﮑﺎر ﺧﻮد ﻧﻤﯽداﻧﯿﻢ
ﭼﻮ ﺟﻤﻠﮫ ﺑﮫ ﮐﺎر ﺧﻮﯾﺶ ﺣﯿﺮاﻧﯿﻢ
اﯾﻦ ﭘﺮده ز ﮐﺎر ﺧﻮﯾﺶ ﺑِ ْﺪراﻧﯿﻢ
از آﺗﺶ ﻣﻌﺮﻓﺖ ﺑﺴﻮزاﻧﯿﻢ
ﺟﺎن را ﺳﻮی آن ﮐﻤﺎل ﺑِﺮْ ﺳﺎﻧﯿﻢ
41
ﭘﺮده ھﺮ دو ﮐﻮن ﺑِﺮْ ھﺎﻧﯿﻢ
ٔ از

ﻣﺎ ﮔﺒﺮ ﻗﺪﯾﻢ ﻧﺎﻣﺴﻠﻤﺎﻧﯿﻢ
ﮔﮫ ﻣﺤﺮم ﮐﻢ زن ﺧﺮاﺑﺎﺗﯿﻢ
ﺷﯿﻄﺎن ﭼﻮ ﺑﮫ ﻣﺎ رﺳﺪ ُﮐﻠﮫ ﺑِ ْﻨﮭَﺪ
زان ﻣﺮد ﻧﮫاﯾﻢ ﮐﺰ ﮐﺴﯽ ﺗﺮﺳﯿﻢ
درﻣﺎﻧﺪهاﯾﻢ و راه ﺑﺲ دور اﺳﺖ
ﻣﺎ ﭼﺎره ﺑﮫ ﮐﺎر ﺧﻮﯾﺶ ﭼﻮن ﺳﺎزﯾﻢ
ﮐﯽ ﺑﺎﺷﺪ و ﮐﯽ ﺑُ َﻮد ﮐﮫ ﻧﺎﮔﺎھﯽ
ھﺮ ﭘﺮده ﮐﮫ ﺑﻌﺪ از آن ﭘﺪﯾﺪ آﯾﺪ
زآﻧﺠﺎ ﮐﮫ درآﻣﺪﯾﻢ از اول
ﻋﻄﺎر ﺷﮑﺴﺘﮫ را ﺑﮫ ﯾﮏ دﻓﻌﺖ

We are the old, non-Muslim Magians!
We are the ones famous for infidelity and we are the shame of our faith!
Sometimes we are the self-deprecating companions of the haunters of the dilapidated
winehouse;
other times we are dear friends of the monks’ prelates!
When Satan comes to us, he bows before us
for in temptation we are his master.
We are not that type of man that we fear anyone—
we are the naked ones of the two worlds.
We are helpless and the road is very long.
We don’t know how to take care of our own affairs.
How can we remedy our affairs
when we all are bewildered by our business?
When may it be that
we suddenly tear the veil from our work?
Every veil that appears after that
we burn with the fire of real knowing
From that place that we came from in the beginning,
we send our souls to that perfection.
In one fell swoop we liberate
poor, broken ‘Attâr from the veil of both worlds.

41. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 506-07.
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‘Attâr, Poem 9
ﻧﻌﺮهزﻧﺎن رﻗﺺﮐﻨﺎن دردﻧﻮش
ﺟﻮش دﻟﻢ آﻣﺪ ﺑﮫ ﺟﻮش
زآﺗﺶ
ِ
ِ
ﮔﻔﺖ درآی ای ﭘﺴﺮ ﺧﺮﻗﮫﭘﻮش
ﮔﻔﺖ ز ﺧﻮد ھﯿﭻ ﻣﮕﻮ ﺷﻮ ﺧﻤﻮش
ﺧﺮﻗﮫ و ﺳﺠﺎده ﺑﯿَ ْﻔ َﮑﻦ ز دوش
در ﺻﻒ اوﺑﺎش ﺑﺮآور ﺧﺮوش
دردی ﻋﺸﺎق ﺑﮫ ﺷﺎدی ﺑﻨﻮش
ﭘﻨﺒ ٔﮫ ﭘﻨﺪار ﺑﺮآور ز ﮔﻮش
ﭘﺮده ﺗﻮ ﺑﺮدر و ﺑﺎ ﺧﻮد ﺑﮑﻮش
ٔ
رﺧﺖ ﺳﻮی ﻋﺎﻟﻢ دل ﺑﺮ ﺑﮭﻮش
42
ﭼﻨﺪ ﺑُ َﻮد ﭘﯿﺶ ﺗﻮ ﮔﻮھﺮﻓﺮوش

ﻣﺴﺖ ﺷﺪم ﺗﺎ ﺑﮫ ﺧﺮاﺑﺎت دوش
ﺳﺮ ُﺧﻢ رﺳﯿﺪ
ِ
ِ ﺟﻮش دﻟﻢ ﭼﻮن ﺑﮫ
ﭘﯿﺮ ﺧﺮاﺑﺎت ﭼﻮ ﺑﺎﻧﮕﻢ ﺷﻨﯿﺪ
ﮔﻔﺘﻤﺶ ای ﭘﯿﺮ ﭼﮫ داﻧﯽ ﻣﺮا
ﻣﺬھﺐ رﻧﺪان ﺧﺮاﺑﺎت ﮔﯿﺮ
ﮐﻢ زن و ﻗﻼش و ﻗﻠﻨﺪر ﺑﺒﺎش
ﺻﺎﻓﯽ ُزھّﺎد ﺑﮫ ﺧﻮاری ﺑﺮﯾﺰ
ﺻﻮرت ﺗﺸﺒﯿﮫ ﺑﺮون ﺑﺮ ز ﭼﺸﻢ
ﺗﻮ ﺗﻮ ﻧﮫای ﭼﻨﺪ ﻧﺸﯿﻨﯽ ﺑﮫ ﺧﻮد
ﻗﻌﺮ دﻟﺖ ﻋﺎﻟﻢ ﺑﯽﻣﻨﺘﮭﺎﺳﺖ
ﮔﻮھﺮ ﻋﻄﺎر ﺑﮫ ﺻﺪ ﺟﺎن ﺑﺨﺮ

Last night I went drunk to the winehouse—
wailing, dancing, dreg-drinking.
My heart was boiling when it came to the lid of the wine cask—
from the fire of my heart’s excitement, the vat boiled too!
When the elder of the winehouse heard my shout,
he said: “Come in, o mendicant boy!
I said to him: “What do you know of me?”
He said: “Don’t say anything about yourself—be silent!
Take up the religion of the winehouse libertines!
Throw down your mendicant cloak and prayer rug from your shoulders!
Be a self-deprecating rascal and rogue!
Line up in the ranks of the ruffians [and] shout!
Pour out the purity of the ascetics with contempt!
drink the dregs of lovers with joy!
Take the pale form of likeness out your eyes
and remove the cotton of futile thought from your ears!
You are not you! How long will you remain with yourself?
Tear the veil of yourself and strive with yourself!
The depths of your heart are a world without end:
go to the world of the heart aware!
Buy the gems of ‘Attâr with a hundred souls—
what worth really are all of the gem-sellers before you?”
42. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 361.
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‘Attâr, Poem 10
دﯾﺮ ﻣﻐﺎن را ِه ﺧﺮاﺑﺎت ﮔﺮﻓﺘﯿﻢ
ِ در
ﺳﺨﻦ ﻋﺎدت و طﺎﻣﺎت ﮔﺮﻓﺘﯿﻢ
ﺗﺮک
ِ
ِ
اﮐﻨﻮن ﮐﻢ ﺳﺎﻟﻮس و ﻣﺮاﻋﺎت ﮔﺮﻓﺘﯿﻢ
ﯾﺎرب ﮐﮫ ﺑﮫ ﯾﮏ دم ﭼﮫ ﻣﻘﺎﻣﺎت ﮔﺮﻓﺘﯿﻢ
ور ﻋﻘﻞ درو ﻣﺎت ﻧﺸﺪ ﻣﺎت ﮔﺮﻓﺘﯿﻢ
ﺑﺎ دﻟﺸﺪﮔﺎن را ِه ﻣﻨﺎﺟﺎت ﮔﺮﻓﺘﯿﻢ
44
آن ﺷﯿﻮه ز اﺳﺮار و ﮐﺮاﻣﺎت ﮔﺮﻓﺘﯿﻢ

ﺗﺮک ﻣﻘﺎﻣﺎت و ﮐﺮاﻣﺎت ﮔﺮﻓﺘﯿﻢ
ﻣﺎ
ِ
43
رﻧﺪان ﺧﺮاﺑﺎت ﻧﮭﺎدم
ﭘﯽ
ِ
ِ ﭘﯽ ﺑﺮ
آن وﻗﺖ ﮐﮫ ﺧﻮد را ھﻤﮫ ﺳﺎﻟﻮس ﻧﻤﻮدﯾﻢ
در
دﯾﺪه ﻣﺎ ﺑﺎز
ٔ ﭼﮭﺮه آن ﻣﺎه ﭼﻮ ﺷﺪ
ٔ
ﺑﺲ ﻋﻘﻞ ﮐﮫ ﺷﺪ ﻣﺎت ﺑﮫ ﯾﮏ ﺑﺎزی ﻋﺸﻘﺶ
ﭼﻮن ﻋﻘﻞ ﺷﺪ از دﺳﺖ ز
ﻣﯽ ﻋﺸﻖ
ِ
ِ ﻣﺴﺘﯽ
ﺷﯿﻮه ﻋﻄﺎر درﯾﻦ راه ﺑﺪﯾﺪﯾﻢ
ﭼﻮن
ٔ

We have abandoned stations and miracles.
Ee have taken the way of the winehouse in the Magian hermitage.
We followed in the footsteps of the winehouse libertines.
We forsook both customary eloquency and spiritual conceits.
We ourselves used to exhibit all kinds of hypocrisy,
now we’ve got less hypocrisy and regard.
When our eyes were opened upon the visage of that fair moon,
o my lord, what stations we achieved in just a fleeting moment!
Many an intellect has been checkmated in a game of his love,
and if the intellect is not checkmated in it, we consider it checkmated.
Since intellect has been lost through the drunkenness of love’s wine,
we took the way of prayers with the enamored ones.
Since we saw the way of ‘Attâr in this path,
Out of all the secrets and miracles, we took that way.

43. Keshavarz feels this should be read as ﻧﻬﺎدﯾﻢ, but Tafazzoli does not gives this as a variant.
44. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 491.
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‘Attâr, Poem 11
ﻓﺮﯾﺎد ز ﮐﻔﺎر ﺑﮫ ﯾﮑﺒﺎر ﺑﺮآﻣﺪ
ﻧﻌﺮه اﻗﺮار ﺑﺮآﻣﺪ
ٔ وز ﻻت و ﻋﺰی
ﺗﺎ ﭼﺸﻢ زدم ﻋﺸﻖ ز دﯾﻮار ﺑﺮآﻣﺪ
رخ ﺗﻮ ﮐﺎر ﺑﺮآﻣﺪ
ِ ﺻﺪ دﻟﺸﺪه را زان
دل ھﺮ ﺗﺎر ﺑﺮآﻣﺪ
ِ ﺻﺪ ﻧﺎﻟ ٔﮫ زار از
در ﺣﺎلْ ھﯿﺎھﻮی ز ﺑﺎزار ﺑﺮآﻣﺪ
ﺗﺮﺳﺎ ز ﭼﻠﯿﭙﺎ و ز زﻧﺎر ﺑﺮآﻣﺪ
ﺳﺮ دار ﺑﺮآﻣﺪ
ِ ﻣﻨﺼﻮر ز ﺷﻮﻗﺖ ﺑﮫ
45
ﮐﺎر دو ﺟﮭﺎﻧﯿﺶ ﭼﻮ ﻋﻄﺎر ﺑﺮآﻣﺪ
ِ

ﻋﺸﻖ ﺗﻮ ز ﺳﻘﺴﯿﻦ و ز ﺑﻠﻐﺎر ﺑﺮآﻣﺪ
ِ
ذﮐﺮ ﺗﻮ ﻣﯽرﻓﺖ
ِ در ﺻﻮﻣﻌﮫھﺎ ﻧﯿﻢ ﺷﺒﺎن
در ﻋﺸﻖ ﺑﺒﻨﺪم
ِ ﮔﻔﺘﻢ ﮐﮫ ﮐﻨﻢ ﺗﻮﺑﮫ
رخ زﯾﺒﺎت ﺑِﺮاﻧﺪﻧﺪ
ِ ﯾﮏ ﻟﺤﻈﮫ ﻧﻘﺎب از
ﻋﺸﻖ ﺗﻮ ﺑﺎ ﭼﻨﮓ ﺑﮕﻔﺘﻢ
ﯾﮏ زﻣﺰﻣﮫ از
ِ
ﺣﺴﻦ ﺗﻮ ﺑﮫ ﺑﺎزار ﻓﺮو ﺷﺪ
آراﺳﺘﮫ
ِ
ﻋﯿﺴﯽ ﺑﮫ ﻣﻨﺎﺟﺎت ﺑﮫ ﺗﺴﺒﯿﺢ ﺧﺠﻞ ﮔﺸﺖ
وﺻﻞ ﺗﻮ در ﭼﺎه ﻓﺮو ﺷﺪ
ﻣﯽ
ِ
ِ ﯾﻮﺳﻒ ز
ﺟﺎن ﺟﮭﺎن ھﺮ ﮐﮫ درﯾﻦ ر ْه ﻗﺪﻣﯽ زد
ِ ای

Your love came all the way from Turkistan and Bulgaria!
Screams rose up from the infidels!
In the monasteries you are remembered late at night,
and from the pagan goddesses ‘Uzza and Lat came a wail of profession.
I said that I will repent (and) close the door on love,
(but) in the blink of an eye love bounded over these walls (and came in).
But for a moment the veil was lifted from your beauty—
the issues of the enamored ones were resolved by your face.
I sang a tune of your love with my harp;
a hundred forlorn wails came from the heart of each string.
Your beauty came adorned down to the market,
instantly the market burst into an uproar.
Jesus in his private prayers with his prayer beads was humbled;
the christian abandoned his cross and cincture.
Joseph fell in the pit from the wine of union with you;
Mansur (al-Hallaj) went to the gallows because of his desire for you.
O soul of the world! Whoever has trotted this old path,
like ‘Attâr, their problems in both worlds were resolved.

45. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 224.
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‘Attâr, Poem 12
ﭘﯽ ﯾﺎر ﮔﺮﻓﺘﯿﻢ
ِ دادﯾﻢ دل از دﺳﺖ و
ﭘﯽ اﺳﺮار ﮔﺮﻓﺘﯿﻢ
ِ ﭘﺲ در ر ِه ﺟﺎﻧﺎن
آرزوی او ﮐﻢ اﻏﯿﺎر ﮔﺮﻓﺘﯿﻢ
و از
ِ
ﺧﻮدی ﺧﻮﯾﺶ ﺑﮫ ﯾﮑﺒﺎر ﮔﺮﻓﺘﯿﻢ
ﺗﺮک
ِ
ِ
داﻣﻦ ﭘﻨﺪار ﮔﺮﻓﺘﯿﻢ
ﮐﻮی رﺟﺎ
در
ِ
ِ
از ﮐﻌﺒ ٔﮫ ظﺎھﺮ ر ِه ﺧ ّﻤﺎر ﮔﺮﻓﺘﯿﻢ
ﭼﮫ ﺧﺮﻗﮫ ﭼﮫ ﺗﺴﺒﯿﺢ ﮐﮫ زﻧّﺎر ﮔﺮﻓﺘﯿﻢ
اﻧﺪر ر ِه دﯾﻦ
ﺷﯿﻮه ﮐﻔﺎر ﮔﺮﻓﺘﯿﻢ
ٔ
46
ﺐ ﻋﻄﺎر ﮔﺮﻓﺘﯿﻢ
ﻣﺬھ
ﯾﻘﯿﻦ
ﭘﺲ ﻣﺎ ﺑﮫ
ِ

ﻣﺎ ﺑﺎر دﮔﺮ ﮔﻮﺷ ٔﮫ ﺧ ّﻤﺎر ﮔﺮﻓﺘﯿﻢ
دل ﺧﻮد دور ﻓﮑﻨﺪﯾﻢ
ِ دﻋﻮی دو ﮐﻮن از
ِ
ﻣﮭﺮ ﯾﮑﯽ را ﺑﮕﺰﯾﺪﯾﻢ
ﺟﮭﺎن
دو
ھﺮ
از
ِ
ﮔﻔﺘﻨﺪ ﺧﻮدی ﺗﻮ درﯾﻦ راه ﺣﺠﺎب اﺳﺖ
ای ﺑﺲ ﮐﮫ ﭼﻮ ﭘﺮواﻧ ٔﮫ ﭘَﺮ ﺳﻮﺧﺘﮫ از ﺷﻤﻊ
از ﮐﻌﺒ ٔﮫ ﺟﺎن ﭼﻮﻧﮑﮫ ﻧﺪﯾﺪﯾﻢ ﻧﺸﺎﻧﯽ
از ﺧﺮﻗﮫ و ﺗﺴﺒﯿﺢ ﭼﻮ ﺟﺰ ﻧﺎم ﻧﺪﯾﺪﯾﻢ
زﯾﻦ دﯾﻦ ﺑﮫ ﺗﺰوﯾﺮ ﭼﻮ دل ﺧﯿﺮه ﻓﺮوﻣﺎﻧﺪ
ﭼﻮن ھﺮﭼﮫ ﺟﺰ او ھﺴﺖ درﯾﻦ راه ﺣﺠﺎب اﺳﺖ

We again have chosen a corner in the vintner’s house.
We lost our hearts and followed the friend.
We tossed aside the claims of both worlds on our hearts,
then we took up the path of the sweetheart, looking for secrets.
We chose from both worlds the love of one,
and we regarded others as less because of our desire him.
They said: “Your self is a veil on this path,”
so we abandoned ourselves.
Oh how many of us like moths burnt by the candle’s flame!
We held onto imagination in the quarter of hope.
Since we didn’t see any sign from the Ka’ba of the soul,
we took the road from the external Ka’ba to the vintner’s house.
Since we saw nothing but name and fame in Sufi mantles and prayer beads,
what are Sufi mantles and prayer beads (to us)?! We fastened the cincture on our waists.
Since the heart has been astonished and debilitated by this deceitful religion,
we have taken to the way of the infidels in religion.
Since anything other than him is a veil on this path,
we have taken up the religion of ‘Attâr with certainty!

46. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 491-92.
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‘Attâr, Poem 13
ﺑﯿﺎر ﺑﺎده ﮐﮫ ﻋﺎﺷﻖ ﻧﮫ ﻣﺮد طﺎﻣﺎﺗﺴﺖ
ﭘﯿﺎدهای دو ﻓﺮو ﮐﻦ ﮐﮫ وﻗﺖ ﺷﮭﻤﺎﺗﺴﺖ
دﯾﺮ آﻓﺎﺗﺴﺖ
ﭼﮫ ﺟﺎی د
ِ
ِ ُردﻓﺮوﺷﺎن
ﭼﮫ ﻣﺮد دﯾﻦ و ﭼﮫ ﺷﺎﯾﺴﺘ ٔﮫ ﻋﺒﺎداﺗﺴﺖ
ﻣﯿﺎن ﺑﺒﺴﺘﮫ ﺑﮫ زﻧﺎر در ﻣﻨﺎﺟﺎﺗﺴﺖ
ﺑﺮون ﮔﺬر ﮐﮫ ﺑﺮون زﯾﻦ ﺑﺴﯽ ﻣﻘﺎﻣﺎﺗﺴﺖ
ﺷﻮد ﯾﻘﯿ ْﻨﺖ ﮐﮫ ﺟﺰ ﻋﺎﺷﻘﯽ ﺧﺮاﻓﺎﺗﺴﺖ
از آﻧﮑﮫ ﻟﺬت ﻋﺎﺷﻖ ورای ﻟﺬاﺗﺴﺖ
ﻣﻌﺸﻮق ﻣﺎ ﺳﻤﺎواﺗﺴﺖ
در
ِ
ِ ﮐﮫ ﺣﻠﻘ ٔﮫ
ﮐﮫ زاد راه ﻓﻨﺎ دردی ﺧﺮاﺑﺎﺗﺴﺖ
داﯾﺮه ﻧﻔﯽ ﻋﯿﻦ اﺛﺒﺎﺗﺴﺖ
ﮐﮫ ﮔﺮد
ٔ
ھﺮ آﻧﭽﮫ ھﺴﺖ ﺑﮫ ﺟﺰ دوﺳﺖ ﻋﺰی و ﻻﺗﺴﺖ
ﮐﮫ آن ﺳﺠﻮد وی از ﺟﻤﻠ ٔﮫ ﻣﻨﺎﺟﺎﺗﺴﺖ
ﮐﮫ ﺷﺎه ﻧﻄ ْﻊ ﯾﻘﯿﻦ آن ﺑﻮد ﮐﮫ ﺷﮭﻤﺎﺗﺴﺖ
از آﻧﮑﮫ در ره ﻧﺎﻣﺎﻧﺪﻧﺖ ﻣﺒﺎھﺎﺗﺴﺖ
48
ﮐﮫ ﺑﺎﻗﯽ ره ﻋﺸﺎق ﻓﺎﻧﯽ ذاﺗﺴﺖ

ﺑﯿﺎ ﮐﮫ ﻗﺒﻠ ٔﮫ ﻣﺎ ﮔﻮﺷ ٔﮫ ﺧﺮاﺑﺎﺗﺴﺖ
ﭘﯿﺎﻟﮫای دو ﺑﮫ ﻣﻦ ده ﮐﮫ ﺻﺒﺢ ﭘﺮده درﯾﺪ
در آن ﻣﻘﺎم ﮐﮫ دلھﺎی ﻋﺎﺷﻘﺎن ﺧﻮن ﺷﺪ
 ﭘﯿﻮﺳﺘﮫ47دﯾﺮﻧﺸﯿﻦ ﻣﻐﺎن ﺑُ َﻮد
ﮐﺴﯽ ﮐﮫ
ِ
ﻣﮕﻮ ز ﺧﺮﻗﮫ و ﺗﺴﺒﯿﺢ ازاﻧﮑﮫ اﯾﻦ دل ﻣﺴﺖ
ز ﮐﻔﺮ و دﯾﻦ و ز ﻧﯿﮏ و ﺑﺪ و ز ﻋﻠﻢ و ﻋﻤﻞ
اﮔﺮ دﻣﯽ ﺑﮫ ﻣﻘﺎﻣﺎت ﻋﺎﺷﻘﯽ ﺑﺮﺳﯽ
ﭼﮫ داﻧﺪ آﻧﮑﮫ ﻧﺪاﻧﺪ ﮐﮫ ﭼﯿﺴﺖ ﻟﺬت ﻋﺸﻖ
ﻣﻘﺎم ﻋﺎﺷﻖ و ﻣﻌﺸﻮق از دو ﮐﻮن ﺑﺮوﻧﺴﺖ
ﺑﻨﻮش دُرد و ﻓﻨﺎ ﺷﻮ اﮔﺮ ﺑﻘﺎ ﺧﻮاھﯽ
ﺑﮫ ﮐﻮی ﻧﻔﯽ ﻓﺮو ﺷﻮ ﭼﻨﺎن ﮐﮫ ﺑﺮ ﻧﺎﯾﯽ
ﻧﮕﮫ ﻣﮑﻦ ﺑﮫ دو ﻋﺎﻟﻢ از آﻧﮑﮫ در ره دوﺳﺖ
ﻣﺨﻨﺪ از ﭘﯽ ﻣﺴﺘﯽ ﮐﮫ ﺑﺮ زﻣﯿﻦ اﻓﺘﺪ
اﮔﺮﭼﮫ ﭘﺎکﺑﺮی ﻣﺎت ھﺮ ﮔﺪاﯾﯽ ﺷﻮ
ﺑﺒﺎز ھﺮ دو ﺟﮭﺎن و ﻣﻤﺎن ﮐﮫ ﺳﻮد ﮐﻨﯽ
ز ھﺮ دو ﮐﻮن ﻓﻨﺎ ﺷﻮ درﯾﻦ ره ای ﻋﻄﺎر

Come! For our qibla is the corner of the dilapidated winehouse!
Bring wine! For the lover is not a man of spiritual conceits!
Give me a goblet or two for the morning has rent the veil!
Push forward a pawn or two for it is time for checkmate!
At that stage in which lovers’ hearts are broken (lit. made bloody),
where is the place of the dregs-seller of the monastery of misfortunes (i.e., this world)?
One who is always a Magian monastic,
how could he be a man of religion or suitable for worship?
Don’t talk of the Sufi cloak and prayer beads
since this drunken heart bound itself with the cincture in prayers.
Go beyond infidelity and religion, good and bad, (rational) thought and action,
for outside of these there are many other stations!
If you but even for a moment reach the station of love, you will become certain
that everything other than love is but superstitious fables.
What does he know who does not know what the pleasure of love is?
For the pleasure of the lover is beyond simple pleasures.
The station of the lover and beloved is outside of the two worlds,

47. The text in Tafazzoli’s divan of ‘Attâr originally reads  ﻣﻐﺎﻧﺴﺖhere. However, he lists  ﺑُﻮَدas a variant and
Keshavarz says this is a better reading because it corrects the meter.
48. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 33-34.
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for the knocker of the door of our beloved is in the heavens.
Drink the dregs and extinguish the self if you want eternity,
for the provisions for the journey of self-annihilation (fanâ) are the dregs of the dilapidated
winehouse.
Go down to the quarter of negation such that you don’t return
for the roundness of the circle of negation is proof itself.
Don’t mind the two worlds since in the path of the friend
anything other than the friend is ‘Uzza and Lat.
Don’t laugh at the drunk who has fallen on the ground
for that prostration of his is a type of private prayer.
Even though you are the clear winner, be checkmated by every beggar
for the king of the board is certain to be checkmated.
Lose both worlds and don’t stick around to gain
because not remaining on the road is your boast.
O ‘Attâr, in this path be annihilated from both worlds!
Those who are annihilated in essence remain on the path of lovers.
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‘Attâr, Poem 14
ﻣﻌﺠﺰه ﻋﯿﺴﯽ ﺻﺪ درس ز ﺑﺮ ﮐﺮده
در
ٔ
وز ﻗﺒﻠ ٔﮫ روی ﺧﻮد ﻣﺤﺮاب دﮔﺮ ﮐﺮده
 رﺧﺴﺎره ﭼﻮ زر ﮐﺮده49ﺧﻮرﺷﯿﺪ ﺧﺠﻞ ﮔﺸﺘﮫ
ﺗﺎ ﺑﺮ ﺳﺮ ﺑﺎزاری ﯾﮑﺒﺎر ﮔﺬر ﮐﺮده
زﻧﺎر ﺳﺮ زﻟﻔﺶ ﻋﺸﺎق ﮐﻤﺮ ﮐﺮده
ﺑ ُْﮕﺬاﺷﺘﮫ دﺳﺖ از ﺑﺪ ﺻﺪ ﺑﺎر ﺑﺘﺮ ﮐﺮده
وﯾﻦ ﻋﺎﺷﻖ ﺑﯽ دل را ﺑﺲ ﺗﺸﻨﮫ ﺟﮕﺮ ﮐﺮده
50
ﺳﺮ ﻋُﺠﺒﯽ در ﺧﻮﯾﺶ ﻧﻈﺮ ﮐﺮده
ِ ﮔﻔﺖ ای ز
ﺧﻠﻖ ھﻤﮫ ﻋﺎﻟﻢ را از ﺧﻮﯾﺶ ﺧﺒﺮ ﮐﺮده
ﭼﻮن ﺑﺎر ﮔﺮان دﯾﺪه از ﺧﻠﻖ ﺣﺬر ﮐﺮده
ﺗﺎ
ﺷﯿﻮه ﻣﺎ ﺑﯿﻨﯽ در ﺳﻨﮓ اﺛﺮ ﮐﺮده
ٔ
ﺻﺪ زاھﺪ ﺧﻮدﺑﯿﻦ را ﺑﺎ داﻣﻦ ﺗﺮ ﮐﺮده
واﻧﮕﺎه ﺑﺒﯿﻦ ﺧﻮد را از ﺣﻠﻘﮫ ﺑﮫ در ﮐﺮده
51
ﺑﯿﻨﺎﯾﯽ ﭘﯿﺮ ﺧﻮد ﺻﺪ ﻧﻮع ﺳﻤﺮ ﮐﺮده

ﺗﺮﺳﺎ ﺑﭽﮫای دﯾﺪم زﻧﺎر ﮐﻤﺮ ﮐﺮده
ﺑﺎ زﻟﻒ ﭼﻠﯿﭙﺎوش ﺑِ ْﻨ َﺸﺴﺘﮫ ﺑﮫ ﻣﺴﺠﺪ ﺧﻮش
از ﺗﺨﺘ ٔﮫ ﺳﯿﻤﯿﻨﺶ ﯾﻌﻨﯽ ﮐﮫ ﺑﻨﺎﮔﻮﺷﺶ
از ﺟﺎدوﯾﯽ ﭼﺸﻤﺶ ﺑﺮﺧﺎﺳﺘﮫ ﺻﺪ ﻏﻮﻏﺎ
ﭼﻮن ﻣﮫ ﺑﮫ ﮐﻠﮫداری ﭘﯿﺮوزه ﻗﺒﺎ ﺑﺴﺘﮫ
روزی ﮐﮫ ز ﺑﺪ ﮐﺮدن ﺑِ ْﮕ ِﺮﻓﺖ دﻟﺶ ﮐﻠﯽ
ﺻﺪ ﭼﺸﻤ ٔﮫ ﺣﯿﻮان اﺳﺖ اﻧﺪر ﻟﺐ ﺳﯿﺮاﺑﺶ
دوش آﻣﺪ ﭘﯿﺮ ﻣﺎ در ﺻﻮﻣﻌﮫ ﺑُﺪ ﺗﻨﮭﺎ
از ﺧﻮﯾﺶ ﭘﺮﺳﺘﯿﺪن در ﺻﻮﻣﻌﮫ ﺑِ ْﻨ َﺸﺴﺘﮫ
ﺑ ُْﮕﺮﯾﺨﺘﮫ ﻧﻔﺲ ﺗﻮ از ﯾﺎر ز ﻧﺎﻣﺮدی
ﺑﺮﺧﯿﺰی اﮔﺮ ﻣﺮدی در
ﺷﯿﻮه ﻣﺎ آﯾﯽ
ٔ
ﯾﮏ دردی درد ﻣﺎ در ﻋﺎﻟﻢ رﺳﻮاﯾﯽ
در ﺣﻠﻘﮫ ﭼﻮ دﯾﺪی ﺧﻮد دردیﺧﻮر و ﻣﺴﺘﯽ ﮐﻦ
ﭼﻮن ﮐﻮری ﻗﺮاﯾﺎن ﻋﻄﺎر ﻋﯿﺎن دﯾﺪه

I saw a christian youth—he had belted a cincture around his waist
(and) learned by heart hundreds of lessons on Jesus’ miracles.
He sat merrily in the mosque with his locks like crosses
and made another prayer niche with the qibla (direction of prayer) of his face.
The sun (even) was embarrassed and became pale
from those silvery plates that are his cheeks.
Hundreds of uproars have arisen from the magic of his eyes
every time he has passed by a bazaar.
Like the moon, with the haughtiness he has strapped on a turquoise cloak.
The lovers strapped on the (non-Islamic) cincture of the tips of his tresses.
The day that he lost interest in mistreating (the lovers),
he set about abusing them a hundred times worse!
A hundred fountains of life are in his succulent lips,
and he has made this poor lovesick lover very thirsty.
Last night our master came. He was alone in the Sufi lodge.
He said: “O you who look at yourself with such self-importance!
Out of self-worship you took up a place in the Sufi lodge
and informed all of earthly creation about yourself.

49. The two oldest manuscripts both read  ﺧﺠﻞ ﮐﺮدهhere.
50. This line is not in the oldest manuscript (Majles).
51. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 585-586 #736.
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Your lower self has escaped from the friend out of cowardice.
When you saw that the load was heavy, you avoided people.
You will rise up if you come as a man in our way.
So that you see our way, we have made impressions in stone.
One bit of dregs from our pining in the world of infamy
stained (with wine) the garments of hundreds of self-absorbed ascetics.
When you see your self in the circle, drink dregs and get wasted!
And then look at your self—you self has been dispatched from the circle to the door!” (or:
you have been transformed from the door knocker to the door)
When ‘Attâr saw clearly the blindness of the Qur’an reciters,
he spread the insight of his master in a hundred ways.
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‘Attâr, Poem 15
ﮐﻮزه دردی ﺑﮫ دﺳﺖ
ﭘﺎیﮐﻮﺑﺎن
ٔ
ﭘﺲ ﺑﮫ ﯾﮏ ﺳﺎﻋﺖ ﺑﺒﺎزم ھﺮﭼﮫ ھﺴﺖ
ﺗﺎ ﮐﯽ از ﭘﻨﺪار ﺑﺎﺷﻢ ﺧﻮدﭘﺮﺳﺖ
ﺗﻮﺑ ٔﮫ زھﺎد ﻣﯽﺑﺎﯾﺪ ﺷﮑﺴﺖ
ﭼﻨﺪ ﺧﻮاھﻢ ﺑﻮدن آﺧﺮ ﭘﺎیﺑﺴﺖ
ھﯿﻦ ﮐﮫ دل ﺑﺮﺧﺎﺳﺖ ﻏﻢ در ﺳﺮ ﻧﺸﺴﺖ
دور ﮔﺮدون زﯾﺮ ﭘﺎی آرﯾﻢ ﭘﺴﺖ
زھﺮه را ﺗﺎ ﺣﺸﺮ ﮔﺮداﻧﯿﻢ ﻣﺴﺖ
53
ﺑﯽ ﺟﮭﺖ در رﻗﺺ آﯾﯿﻢ از اﻟﺴﺖ

ﻋﺰم آن دارم ﮐﮫ اﻣﺸﺐ ﻧﯿﻢ ﻣﺴﺖ
52
ﺳﺮ ﺑﮫ ﺑﺎزار ﻗﻠﻨﺪر در ﻧﮭﻢ
ﺗﺎ ﮐﯽ از ﺗﺰوﯾﺮ ﺑﺎﺷﻢ ﺧﻮدﻧﻤﺎی
ﭘﺮده ﭘﻨﺪار ﻣﯽﺑﺎﯾﺪ درﯾﺪ
ٔ
وﻗﺖ آن آﻣﺪ ﮐﮫ دﺳﺘﯽ ﺑﺮ زﻧﻢ
ﺳﺎﻗﯿﺎ در ده ﺷﺮاﺑﯽ دﻟﮕﺸﺎی
ﺗﻮ ﺑﮕﺮدان دور ﺗﺎ ﻣﺎ ﻣﺮدوار
ﻣﺸﺘﺮی را ﺧﺮﻗﮫ از ﺳﺮ ﺑﺮﮐﺸﯿﻢ
ﭘﺲ ﭼﻮ ﻋﻄﺎر از ﺟﮭﺖ ﺑﯿﺮون ﺷﻮﯾﻢ

I have resolved that tonight [I will be] half drunk,
dancing with a goblet of dregs in hand.
I will burst into the Qalandar bazaar
and within an hour I will gamble away everything (that exists).
For how long will I be showy because of deception?
For how long will I worship myself because of [my own] illusory thoughts?
The veil of fancy thoughts must be rent!
The repentance of the ascetics must be broken!
The time has come for us to clap and dance.
How long will we remain bound?
O my cupbearer! Pour me that merry, heart-opening wine!
Make haste! For the heart has risen up [and] melancholy has set in.
Send [that wine] around until we, like men,
make the far-off celestial spheres subject to us.
We make Jupiter take off its mantle!
We make Venus drunk until resurrection day!
So, like ‘Attâr, we leave reason and direction behind.
We have been dancing without rhyme or reason or direction since “am I not your Lord?”
(pre-eternity)

52. Majles Manuscript reads: در دﻫﻢ.
53. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 41 #55.
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‘Attâr, Poem 16
ﺻﺪ ﺣﻠﻘ ٔﮫ زﻟﻒ در ﺑﻨﺎﮔﻮش
زان ﺣﻠﻘ ٔﮫ زﻟﻒ ﺣﻠﻘﮫ در ﮔﻮش
ﮔﻔﺘﺎ ﮐﮫ ﺑﮫ ﯾﺎد ﻣﻦ ﮐﻦ اﯾﻦ ﻧﻮش
ﭼﻮن ﻣﯽﻧﻮﺷﯽ ﺧﻤﻮش و ﻣﺨﺮوش
ﺗﺎ ﻣﺮ ْد زﺑﺎن ﻧﮑﺮد ﺧﺎﻣﻮش
ﻧﺎﺧﻮرده ﺷﺮاب ﮔﺸﺖ ﻣﺪھﻮش
در ﺳﯿﻨ ٔﮫ ﻣﻦ ﻓﺘﺎد ﺻﺪ ﺟﻮش
ﮐﺮدم ھﻤﮫ ﻧﯿﮏ و ﺑﺪ ﻓﺮاﻣﻮش
وز ﭘﺎی درآﻣﺪم ﺗﻦ و ﺗﻮش
آورد دو ﻋﺎﻟﻤﻢ در آﻏﻮش
ﺷﺪ ھﺮ دو ﺟﮭﺎن از آن ﺳﯿﮫﭘﻮش
ﺷﯿﻮه ﻓﻘﺮ ﺷﺪ وﻓﺎ ﮐﻮش
در
ٔ
ﺑﺮ ﺟﺎن و دﻟﺶ دو ﮐﻮن ﺑِ ْﻔﺮوش
54
ﮐﻔﺮ آﯾﺪت اﯾﻦ ﺣﺪﯾﺚ ﻣﻨﯿﻮش
Last night my sweet-lipped Christian youth
had a hundred rings of curls around his cheeks.
He had a hundred strong wise men in that assembly,
all enslaved by that tress’ ringlet.
He came to me with wine in hand!
He said: “Drink this in memory of me.
If you are our mate in secret,
be silent and don’t scream when you drink the wine,
because no heart can speak
until the man makes the tongue silent.”
Upon hearing these words, the heart quickly
without even drinking wine became stupefied.
When I grabbed that wine and drank,
a hundred excitations rose up in my chest.
I threw [good] name and shame to the wind,
I forgot all good and bad.
My heart and soul were both lost.
I became weak in body and constitution.
A drop of that hard wine
brought both worlds within my embrace.
54. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 360.
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ﺗﺮﺳﺎ ﺑﭽ ٔﮫ ﺷﮑﺮﻟﺒﻢ دوش
ﺻﺪ ﭘﯿﺮ ﻗﻮی ﺑﮫ ﺣﻠﻘﮫ ﻣﯽداﺷﺖ
ﺑﺮ ﻣﻦ ﺷﺮاب در دﺳﺖ
ِ آﻣﺪ
در ﭘﺮده اﮔﺮ ﺣﺮﯾﻒ ﻣﺎﯾﯽ
زﯾﺮا ﮐﮫ دﻟﯽ ﻧﮕﺸﺖ ﮔﻮﯾﺎ
دل ﭼﻮن ﺑِﺸ ْﻨﻮد اﯾﻦ ﺳﺨﻦ زود
ﭼﻮن ﺑﺴﺘﺪم آن ﺷﺮاب و ﺧﻮردم
دادم ھﻤﮫ ﻧﺎم و ﻧﻨﮓ ﺑﺮ ﺑﺎد
از دﺳﺖ ﺑﺸﺪ ﻣﺮا دل و ﺟﺎن
ﯾﮏ ﻗﻄﺮه از آن ﺷﺮاب ﻣﺸﮑﻞ
ذره ﺳﻮا ِد ﻓﻘﺮ در ﺗﺎﻓﺖ
ٔ ﯾﮏ
ﺟﺎﻧﻢ ز ﺳﺮ دو ﮐﻮن ﺑﺮﺧﺎﺳﺖ
ھﺮ ﮐﻮ ﺑﺨﺮد ﺑﮫ ﺟﺎن و دلْ ﻓﻘﺮ
ور دﯾﻦ ﺗﻮ ﻧﯿﺴﺖ دﯾﻦ ﻋﻄﺎر

One black particle of poverty radiated out
and both worlds became clad in black.
My soul let go of both worlds
and became loyal in the way of poverty.
Whoever buys poverty with his heart and soul,
sell the two worlds for that heart and soul!
And if your religion is not the religion of ‘Attâr,
don’t listen to that which seems to you to be infidelity in this story!
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‘Attâr, Poem 17
ﮔﺒﺮی ﮐﮭﻨﯿﻢ و ﻧﺎم ﺑُﺮدارﯾﻢ
ﺷﺶﭘﻨﺞزﻧﺎن ﮐﻮی ﺧ ّﻤﺎرﯾﻢ
ﺑﺎ ﺟﻤﻠ ٔﮫ زاھﺪان ﺑﮫ اﻧﮑﺎرﯾﻢ
در دﯾﺮ ﻣﻐﺎن ﻣﻐﯽ ﺑﮫ ھﻨﺠﺎرﯾﻢ
ﺳﺎﻟﻮس و ﻧﻔﺎق را ﺧﺮﯾﺪارﯾﻢ
ﮔﺎھﯽ ﻣﺴﺘﯿﻢ و ﮔﺎه ھﺸﯿﺎرﯾﻢ
ﮔﺎھﯽ ﻋ َِﻮرﯾﻢ و ﮔﺎه ﻋﯿﺎرﯾﻢ
در ﺣﻀﺮت ﺣﻖ ﭼﮫ ﻣﺮد اﺳﺮارﯾﻢ
ﮐﺎﻧﺪر ﮐﻒ ﻧﻔﺲ ﺧﻮد ﮔﺮﻓﺘﺎرﯾﻢ
اﯾﻦ اﺳﺖ ﮐﮫ دوﺳﺖ دوﺳﺖ ﻣﯽدارﯾﻢ
ﺑﯽ او ﺑﮫ ﺑﮭﺸﺖ ﺳﺮ ﻓﺮو ﻧﺎرﯾﻢ
او ﺑﮫ داﻧﺪ اﮔﺮ ﺳﺰاوارﯾﻢ
در دوزخ و در ﺑﮭﺸﺖ ﺑﺎ ﯾﺎرﯾﻢ
ﺟﺰ ﯾﺎر ز ھﺮﭼﮫ ھﺴﺖ ﺑﯿﺰارﯾﻢ
56
ﻓﺎرغ ز دو ﮐﻮن ھﻤﭽﻮ ﻋﻄﺎرﯾﻢ

ﻣﺎ ﻣﺮد ﮐﻠﯿﺴﯿﺎ و زﻧّﺎرﯾﻢ
درﯾﻮزهﮔﺮان ﺷﮭﺮ ﮔﺒﺮاﻧﯿﻢ
ﺑﺎ ﺟﻤﻠ ٔﮫ ﻣﻔﺴﺪان ﺑﮫ ﺗﺼﺪﯾﻘﯿﻢ
در ﻓﺴﻖ و ﻗﻤﺎر ﭘﯿﺮ و اﺳﺘﺎدﯾﻢ
ﺗﺴﺒﯿﺢ و ردا ﻧﻤﯽﺧﺮﯾﻢ اﻟﺤﻖ
در ﮔﻠﺨﻦ ﺗﯿﺮه ﺳﺮ ﻓﺮو ﺑﺮده
ْ
ﺗﺎﯾﺒﺎن ﻧﺎﻣﻌﻠﻮم
واﻧﺪر ره
ﺑﺎ وﺳﻮﺳﮫھﺎی ﻧﻔﺲ ﺷﯿﻄﺎﻧﯽ
اﻧﺪر ﺻﻒ دﯾﻦ ﺣﻀﻮر ﭼﻮن ﯾﺎﺑﯿﻢ
اﯾﻦ ﺧﻮد ھﻤﮫ رﻓﺖ ﻋﯿﺐ ﻣﺎ اﻣﺮوز
دﯾﺮﯾﺴﺖ ﮐﮫ اوﺳﺖ آرزوی ﻣﺎ
ﮔﺮ ﺟﻤﻠ ٔﮫ ﻣﺎ ﺑﮫ دوزخ اﻧﺪازد
ﺑﯽ ﯾﺎر دﻣﯽ ﭼﻮ زﻧﺪه ﻧَ ْﺘﻮان ﺑﻮد
ﺑﯽ او ﭼﻮ ﻧﮫاﯾﻢ ھﺮﭼﮫ ﺑﺎداﺑﺎد
55
در راه ﯾﮕﺎﻧﮕﯽ و ﻣﺸﻐﻮﻟﯽ

We are men of the church and cincture!
We are those old Magians and infamous ones!
We are the beggars of the Magian’s city!
We are the ‘all-in’ dice players of the vintner’s quarter!
We assent when with all of the corrupters;
we deny when with all of the ascetics.
In corruption and gambling we are masters and guides.
In the Magian monastery we are Magians par excellence.
We verily are not buying prayer beads or mantles;
we are buyers of hypocrisy.
We have bowed our head in the dirty bathhouse boiler room;
sometimes we are drunk and other times sober.
Unknown in the path of repenters,
sometimes we are secretly wicked and other times openly renegades.
With the temptations of the devilish lower self,
in the presence of the Truth, what men of secrets are we!
How can we be in the ranks of religion,
when we are seized in the clutches of our own lower selves?

55. Keshavarz prefers the Ms. Sultanati variant here—i.e., ز ﻣﺸﻐﻮﻟﯽ.
56. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 499 #623.
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This all has gone completely, [but] today our sin is
that we love the friend.
It has been a long time that he has been our desire;
without him we will not accept heaven.
If he throws all of us into hell,
he knows better if we are worthy.
Since without the friend it is not possible to be alive,
we are with the friend in heaven or hell.
Since we cannot exist without him, come what may—
we are weary of everything that exists, save him.
When busy in the path of unity,
we are detached from both worlds like ‘Attâr.
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‘Attâr, Poem 18
در ﺻﻒ دردیﮐﺸﺎن دردیﮐﺶ و ﻣﺮداﻧﮫ ﺷﺪ
ﻋﻘﻞ اﻧﺪر ﺑﺎﺧﺖ وز ﻻﯾﻌﻘﻠﯽ دﯾﻮاﻧﮫ ﺷﺪ
زاھﺪان ﺑﯽﺧﺒﺮ اﻓﺴﺎﻧﮫ ﺷﺪ
زﺑﺎن
در
ِ
ِ
وز ھﻤﮫ ﮐﺎر ﺟﮭﺎن ﯾﮑﺒﺎرﮔﯽ ﺑﯿﮕﺎﻧﮫ ﺷﺪ
ﻋﻘﻞ ﭼﻮن ﺧﻔّﺎش ﮔﺸﺖ و روح ﭼﻮن ﭘﺮواﻧﮫ ﺷﺪ
ﺟﺎن و دل در ﺑﯽ ﻧﺸﺎﻧﯽ ﺑﺎ ﻓﻨﺎ ھﻢﺧﺎﻧﮫ ﺷﺪ
دل ﮐﮫ اﯾﻦ ﺑِ ْﺸﻨﻮد ﺣﺎﻟﯽ از ﭘﯽ ُﺷﮑﺮاﻧﮫ ﺷﺪ
57
ﺧﻮن ﺑﮫ ﺳﺮ ﺑﺎﻻ ﮔﺮﻓﺖ و ﭼﺸﻢ او ﭘﯿﻤﺎﻧﮫ ﺷﺪ

ﭘﯿﺮ ﻣﺎ از ﺻﻮﻣﻌﮫ ﺑ ُْﮕﺮﯾﺨﺖ در ﻣﯿﺨﺎﻧﮫ ﺷﺪ
ﺑﺮ ﺑﺴﺎط ﻧﯿﺴﺘﯽ ﺑﺎ ﮐﻢزﻧﺎن ﭘﺎکﺑﺎز
در ﻣﯿﺎن ﺑﯽﺧﻮدان ﻣﺴﺖ دردی ﻧﻮش ﮐﺮد
آﺷﻨﺎﯾﯽ ﯾﺎﻓﺖ ﺑﺎ ﭼﯿﺰی ﮐﮫ ﻧَ ْﺘﻮان داد ﺷﺮح
راﺳﺖ ﮐﺎن ﺧﻮرﺷﯿﺪ ﺟﺎنھﺎ ﺑﺮﻗﻊ از رخ ﺑﺮ ﮔﺮﻓﺖ
ﭼﻮن ﻧﺸﺎن ﮔﻢ ﮐﺮد دل از ﺳ ّﺮ او اﻓﺘﺎد ﻧﯿﺴﺖ
ﻋﺸﻖ آﻣﺪ ﮔﻔﺖ ﺧﻮن ﺗﻮ ﺑﺨﻮاھﻢ رﯾﺨﺘﻦ
ﭼﻮن دل ﻋﻄﺎر ﭘﺮ ﺟﻮش آﻣﺪ از ﺳﻮدای ﻋﺸﻖ

Our spiritual master fled from the Sufi lodge (and) went to the winehouse.
In the ranks of dregs-drinkers, he became a dregs-drinker and manly.
He lost his rationality and went crazy from madness
in the domain of non-existence with the ‘all-in’ gambling types, the self-deprecators.
Amongst the drunken mad ones (lit. those without selves), he drank dregs;
he became infamous amongst the unenlightened ascetics.
He became intimately familiar with something that cannot be described
and all of the sudden all mundane matters became foreign to him.
Truly, when the sun of souls took the veil from its face,
the intellect became as a bat and the soul as a butterfly.
When the heart lost the signposts, non-existence fell out of the innermost part of his heart.
The soul and heart in the abode beyond signs and descriptions are housemates with selfannihilation.
Love came and said: “I want to spill your blood!”
The heart, when it heard this, at that moment went after a gift of gratitude.
When the heart of ‘Attâr boiled from the madness of love,
blood rose up to his head and his eyes became goblets!

57. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 209 #266.
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‘Attâr, Poem 19
راﺳﺘﯽ ﭼﺴﺖ و ﺑﮫ ھﻨﺠﺎر ﮐﺸﯽ
ﻣﺴﺖ ﮔﺮداﻧﯽ و در ﮐﺎر ﮐﺸﯽ
ﮔﺎھﻢ از ﮐﻌﺒﮫ ﺑﮫ ﺧ ّﻤﺎر ﮐﺸﯽ
ﮔﺎھﻢ اﻧﺪر ره اﺳﺮار ﮐﺸﯽ
ﮔﺎھﻢ از ﻣﯿﮑﺪه در ﻏﺎر ﮐﺸﯽ
از ﻣﺼﻼم ﺑﮫ زﻧّﺎر ﮐﺸﯽ
ھﺮ دﻣﻢ در ره ﮐﻔّﺎر ﮐﺸﯽ
اﻧﺪرﯾﻦ واﻗﻌﮫ ﺑﺮ دار ﮐﺸﯽ
ﺧﻮن ﺧﻮری ﺗﻦ زﻧﯽ و ﺑﺎر ﮐﺸﯽ
ھﻤﭽﻮ ﮔﻠﺒﻦ ﺳﺘﻢ ﺧﺎر ﮐﺸﯽ
دﯾﺪه اﻏﯿﺎر ﮐﺸﯽ
ٔ ﺧﺎک در
ﭼﮭﺮه دﻟﺪار ﮐﺸﯽ
ﺑﺎده ﺑﺮ
ٔ
58
در ره ﻋﺸﻖ ﭼﻮ ﻋﻄﺎر ﮐﺸﯽ

ھﺮ دﻣﻢ ﻣﺴﺖ ﺑﮫ ﺑﺎزار ﮐﺸﯽ
ﭽﺸﺎﻧﯽ و ﻣﺮا
ِ ِﻣﯽ ﻋﺸﻘﻢ ﺑ
ﮔﺎھﻢ از ﮐﻔﺮ ﺑﮫ دﯾﻦ ﺑﺎز آری
ﮔﺎھﻢ از راه ﯾﻘﯿﻦ دور ﮐﻨﯽ
ﮔﮫ ز ﻣﺴﺠﺪ ﺑﮫ ﺧﺮاﺑﺎت ﺑﺮی
اﺳﻼم َﻣﻨَﺖ ﻧﻨﮓ آﯾﺪ
ﭼﻮن ز
ِ
ﭼﻮن ﻣﺮا ﻧﻨﮓِ ر ِه دﯾﻦ ﺑﯿﻨﯽ
ﺑﺲ ﮐﮫ ﭘﯿﺮان ﺣﻘﯿﻘﺖﺑﯿﻦ را
ای دل ﺳﻮﺧﺘﮫ ﮔﺮ ﻣﺮد رھﯽ
ﺑﺮ اﻣﯿﺪ ﮔﻞ وﺻﻠﺶ ﺷﺐ و روز
آﺗﺶ اﻧﺪر دل اﯾﺎم زﻧﯽ
ﺮه ﻋﺸﻖ ﺑﺮی
ٔ ﺑﻮﯾﯽ از ِﻣﺠ َﻤ
ﻏﻢ ﻣﻌﺸﻮق ﮐﮫ ﺷﺎدی دل اﺳﺖ

Each moment you are dragging me to the bazaar,
truly quickly and in the most excellent way you drag me.
You make me taste the wine of love, intoxicate me,
and draw me in to these affairs.
Sometimes you bring me back from infidelity/unbelief (kofr) to religion;
other times you drag me from the Ka’ba to the vintner!
Sometimes you take me far afield from certainty;
other times you pull me along the way of secrets!
Sometimes you take (me) from the mosque to the dilapidated winehouse;
other times you drag me from the winehouse to the cave!
Since you feel ashamed of my Islam,
you drag (me) from my prayer carpet with the (non-Islamic) cincture!
Since you see me as a shame on the face (lit. way) of religion,
every moment you are pulling me along the path of infidels/unbelievers (koffâr)!
Oh how many the truth-seeing spiritual masters
you have led to the gallows in these (spiritual) happenings!
O my afflicted heart! If you are a man on the path,
you suffer, keep quiet, and carry the burden.
In hope of the flower of union with him, night and day
you tolerate oppression by thorns like a rose bush.

58. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 643-644 #802.
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You set fire to the heart of days
(and) fling dirt in the eyes of strangers.
You carry the scent of the incense-burner of love.
You drink wine in celebration of the visage of the sweetheart.
You tolerate the pining for the beloved, which is the happiness of the heart
in the way of love like ‘Attâr.
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‘Attâr, Poem 20
اﻧﮕﺸﺖﻧﻤﺎی ھﺮ ﻧﻮاﺣﯽاﯾﻢ
ﺧﻮن رﯾﺰ ز دﯾﺪه ﭼﻮن ﺻُﺮاﺣﯽاﯾﻢ
ﻧﮫ ﻗﻠﺒﯽاﯾﻢ و ﻧﮫ ﺟﻨﺎﺣﯽاﯾﻢ
ﺑﯽ ﺻﺒﺢ و ﺻﺒﻮﺣﯽ و ﺻﺒﺎﺣﯽاﯾﻢ
ﺑﺲ ﺳﻮﺧﺘﮫاﯾﻢ و ﺑﺲ ﻣﺒﺎﺣﯽاﯾﻢ
ﭼﻮن ﺧﺎک ﻣﻘﺎم ﺑﯽﺻﻼﺣﯽاﯾﻢ
در ﻣﺼﻄﺒﮫ ﻣﺴﺖ ﻻﻓﻼﺣﯽاﯾﻢ
ﮐﺎﻓﻮر ﻧﮫ ﮐﺎﻓﺮی رﺑﺎﺣﯽاﯾﻢ
60
 ﻣﯽ ُﻣﻼﺣﯽاﯾﻢ59ﭘﯽ
ِ ﺣﺎﻟﯽ ز

ﻣﺎ رﻧﺪ و ﻣﻘﺎﻣﺮ و ﻣﺒﺎﺣﯽاﯾﻢ
ﺧﻮنﺧﻮاره ﭼﻮ ﺧﺎک ﺟﺮﻋﮫ از ﺟﺎﻣﯿﻢ
ھﺮ ﭼﻨﺪ ﮐﮫ از ﮔﺮوه ﺳﻠﻄﺎﻧﯿﻢ
ﺟﺎﻧﺎ ز ﺷﺮاب ﺷﻮق ﺗﻮ ھﺮ دم
ﮔﺮ ﺳﻮﺧﺘﮕﺎن ﺗﻮ ﻣﺒﺎﺣﯽاﻧﺪ
ﻣﺎ ﻓﻘﺮ و ﺻﻼح ﮐﯽ ﺧﺮﯾﻢ آﺧﺮ
در ﺑﺘﮑﺪه رﻧﺪ و ﻻاﺑﺎﻟﯽاﯾﻢ
ﮐﺎﻓﻮر رﺑﺎﺣﯽ ار ﺑُ َﻮد اﺻﻠﯽ
ﺗﺎ در رﺳﺪ اﯾﻦ ﻣﯽ ﺗﻮ ای ﻋﻄﺎر

We are rogues, gamblers, and libertines!
We are infamous in all regions!
Like dirt, we are bloodthirsty for a gulp from the goblet.
Like a flask, we shed bloody tears from our eyes.
Although we are from the king’s entourage,
we are not in the middle of the formation nor on the flank.
O soul! Each moment we are without morning, morning draught, and dawn
because of the wine of desire for you.
If the ones burnt (by the fire of your love) are libertines,
we are very burnt and indeed very much libertines.
How can we buy poverty and righteousness
since we are the dirt of the station of impiety.
We are the rascal and reckless ones in the idol temple!
We are the damned drunks of the winehouse!
If Rabahi camphor is the genuine kind,
we are Rabahi (i.e., genuine) infidels, not camphor.
Until this wine of yours arrives, o ‘Attâr,
for now we are searching for the white grape wine.

59. Keshavarz believes that the Tafazzoli’s reading of  ز ﺑﯽis a typographical error.
60. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 486 #605.
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‘Attâr, Poem 21
رهزن اوﺑﺎش ﺷﺪ
در ﺑﻦ دﯾﺮ ﻣﻐﺎن
ِ
در ره اﯾﻤﺎن ﺑﮫ ﮐﻔﺮ در دو ﺟﮭﺎن ﻓﺎش ﺷﺪ
ّ دردی اﻧﺪوه ﺧﻮرد ﻋﺎﺷﻖ و
ﻗﻼش ﺷﺪ
ﮐﻢ زن و اﺳﺘﺎد ﮔﺸﺖ ﺣﯿﻠﮫ ﮔﺮ و طﺎش ﺷﺪ
ﻓﺎﻧﯽ و ﻻﺷﯿﯽء ﮔﺸﺖ ﯾﺎر ھﻮﯾﺪاش ﺷﺪ
ﻋﻘﻞ ﭼﻮ طﺎوس ﮔﺸﺖ وھﻢ ﭼﻮ ﺧﻔﺎش ﺷﺪ
ﻣﺎﻧﯽ ﻧﻘﺎش ﺷﺪ
ﻋﻘﻞ ز ﺗﺸﻮﯾﺮ او
ِ
61
اﺑﺮ ﮔﮭﺮﭘﺎش ﺷﺪ
ﺣﺮف
در ﺳﺨﻦ آﻣﺪ ﺑﮫ
ِ

ّ ﺑﺎر دﮔﺮ ﭘﯿﺮ ﻣﺎ ﻣﻔﻠﺲ و
ﻗﻼش ﺷﺪ
ﻣﯿﮑﺪه ﻓﻘﺮ ﯾﺎﻓﺖ ﺧﺮﻗ ٔﮫ دﻋﻮی ﺑﺴﻮﺧﺖ
ٔ
زآﺗﺶ دل ﭘﺎک ﺳﻮﺧﺖ ﻣﺪﻋﯿﺎن را ﺑﮫ دم
ﭘﺎک ﺑﺮی ﭼُﺴﺖ ﺑﻮد در ﻧﺪب ﻻﻣﮑﺎن
ﻻﺷ ٔﮫ دل را ز ﻋﺸﻖ ﺑﺎر ﮔﺮان ﺑﺮﻧﮭﺎد
راﺳﺖ ﮐﮫ ﺑِ ْﻨﻤﻮد روی آن ﻣﮫ ﺧﻮرﺷﯿﺪ ﭼﮭﺮ
آزر ﺑﺖﺳﺎز ﮔﺸﺖ
ِ وھﻢ ز ﺗﺪﺑﯿﺮ او
ﭼﻮن دل ﻋﻄﺎر را ﺑﺤﺮ ﮔﮭﺮﺑﺨﺶ دﯾﺪ

Again our master has become a poor beggar and rogue.
He has become a rascal bandit in the Magian monastery.
He found the winehouse of poverty and burnt the cloak of self-righteousness.
He was revealed (became infamous) in both worlds to be on the path of faith in infidelity.
He completely burnt up the disputers with breathe from the fire of the heart.
He guzzled the dregs of pining (and) became a lover and rogue.
He was a quick and clear winner in gambling in the place of no place.
He was transformed into a masterful self-deprecator, he became a trickster and mate.
He put a heavy load on the corpse of the heart because of love.
(When) he was annihilated and rendered non-existent, the friend became manifest to him.
Right at the moment when that sun-like moon displayed his face,
the intellect became like a peacock (i.e., beautiful but shallow) and estimation (vahm) became
like a bat (i.e., fled from the sun).
Estimation (vahm) became like Azar the idolmaker (Abraham’s father) from his own efforts;
the intellect became a painter like Mani out of shame.
When he saw ‘Attâr’s heart was a pearl-scattering ocean,
he started speaking (and) he became a pearl-scattering cloud through speech.

61. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 200-201 #257.
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‘Attâr, Poem 22
ﭘﯿﺮ ﻣﺎ وﻗﺖ ﺳﺤﺮ ﺑﯿﺪار ﺷﺪ
از ﻣﯿﺎن ﺣﻠﻘ ٔﮫ ﻣﺮدان دﯾﻦ
ﮐﻮزه دردی ﺑﮫ ﯾﮏ دم درﮐﺸﯿﺪ
ٔ
ﭼﻮن ﺷﺮاب ﻋﺸﻖ در وی ﮐﺎر ﮐﺮد
اوﻓﺘﺎنﺧﯿﺰان ﭼﻮ ﻣﺴﺘﺎن ﺻﺒﻮح
ﻏﻠﻐﻠﯽ در اھﻞ اﺳﻼم اوﻓﺘﺎد
ھﺮ ﮐﺴﯽ ﻣﯽﮔﻔﺖ ﮐﯿﻦ ﺧﺬﻻن ﭼﺒﻮد
ھﺮﮐﮫ ﭘﻨﺪش داد ﺑﻨﺪش ﺳﺨﺖ ﮐﺮد
ﺧﻠﻖ را رﺣﻤﺖ ھﻤﯽ آﻣﺪ ﺑﺮ او
آﻧﭽﻨﺎن ﭘﯿﺮ ﻋﺰﯾﺰ از ﯾﮏ ﺷﺮاب
ﭘﯿﺮ رﺳﻮا ﮔﺸﺘﮫ ﻣﺴﺖ اﻓﺘﺎده ﺑﻮد
ﮔﻔﺖ اﮔﺮ ﺑﺪﻣﺴﺘﯿﯿﯽ ﮐﺮدم رواﺳﺖ
ﺷﺎﯾﺪ ار در ﺷﮭﺮ ﺑﺪ ﻣﺴﺘﯽ ﮐﻨﺪ
ﺧﻠﻖ ﮔﻔﺘﻨﺪ اﯾﻦ ﮔﺪاﯾﯽ ﮐﺸﺘﻨﯽ اﺳﺖ
ﭘﯿﺮ ﮔﻔﺘﺎ ﮐﺎر را ﺑﺎﺷﯿﺪ ھﯿﻦ
ﺻﺪ ھﺰاران ﺟﺎن ﻧﺜﺎر روی آﻧﮏ
اﯾﻦ ﺑﮕﻔﺖ و آﺗﺸﯿﻦ آھﯽ ﺑﺰد
از ﻏﺮﯾﺐ و ﺷﮭﺮی و از ﻣﺮد و زن
ﭘﯿﺮ در ﻣﻌﺮاج ﺧﻮد ﭼﻮن ﺟﺎن ﺑﺪاد
ﺟﺎودان اﻧﺪر ﺣﺮﯾﻢ وﺻﻞ دوﺳﺖ
ﻗﺼ ٔﮫ آن ﭘﯿﺮ ﺣﻼج اﯾﻦ زﻣﺎن
در درون ﺳﯿﻨﮫ و ﺻﺤﺮای دل

ﺑﺮ ﺧ ّﻤﺎر ﺷﺪ
از در ﻣﺴﺠﺪ ِ
در ﻣﯿﺎن ﺣﻠﻘ ٔﮫ زﻧﺎر ﺷﺪ
ﻧﻌﺮهای درﺑﺴﺖ و دردیﺧﻮار ﺷﺪ
از ﺑﺪ و ﻧﯿﮏ ﺟﮭﺎن ﺑﯿﺰار ﺷﺪ
ﺟﺎم ﻣﯽ ﺑﺮ ﮐﻒ ﺳﻮی ﺑﺎزار ﺷﺪ
ﮐﺎی ﻋﺠﺐ اﯾﻦ ﭘﯿﺮ از ﮐﻔّﺎر ﺷﺪ
ﮐﺎنﭼﻨﺎن ﭘﯿﺮی ﭼﻨﯿﻦ ﻏ ّﺪار ﺷﺪ
در دل او ﭘﻨﺪ ﺧﻠﻘﺎن ﺧﺎر ﺷﺪ
ﮔﺮد او ﻧﻈﺎرﮔﯽ ﺑﺴﯿﺎر ﺷﺪ
ﭘﯿﺶ ﭼﺸﻢ اھﻞ ﻋﺎﻟﻢ ﺧﻮار ﺷﺪ
ﺗﺎ از آن ﻣﺴﺘﯽ دﻣﯽ ھﺸﯿﺎر ﺷﺪ
ﺟﻤﻠﮫ را ﻣﯽﺑﺎﯾﺪ اﻧﺪر ﮐﺎر ﺷﺪ
ھﺮ ﮐﮫ او ﭘﺮ دل ﺷﺪ و ﻋﯿّﺎر ﺷﺪ
دﻋﻮی اﯾﻦ ﻣﺪﻋﯽ ﺑﺴﯿﺎر ﺷﺪ
ﮐﯿﻦ ﮔﺪای ﮔﺒﺮ دﻋﻮیدار ﺷﺪ
ﺟﺎن ﺻﺪﯾﻘﺎن ﺑﺮو اﯾﺜﺎر ﺷﺪ
ﻧﺮدﺑﺎن دار ﺷﺪ
واﻧﮕﮭﯽ ﺑﺮ
ِ
ﺳﻨﮓ از ھﺮ ﺳﻮ ﺑﺮو اﻧﺒﺎر ﺷﺪ
در ﺣﻘﯿﻘﺖ ﻣﺤﺮم اﺳﺮار ﺷﺪ
از درﺧﺖ ﻋﺸﻖ ﺑﺮﺧﻮردار ﺷﺪ
اﻧﺸﺮاح ﺳﯿﻨ ٔﮫ اﺑﺮار ﺷﺪ
62
ﻗﺼ ٔﮫ او رھﺒﺮ ﻋﻄﺎر ﺷﺪ
At the crack of dawn, our master awoke
and went from the mosque to the vintner.
He went from the circles of the men of religion
to being within the loops of the (non-Islamic) cincture.
He drained a jug of dregs instantly.
!He cried out and he became a dregs-drinker
When the wine of love started taking its effect on him,
he became disinterested in the good and bad of the world.
Stumbling like those drunk from a morning draught,
he went with a goblet of wine in hand towards the bazaar.
An uproar arose amongst the people of Islam.
!How strange! This spiritual master became one of the infidels
?Everyone was asking: “How did this loss happen
”?How did such a master become so treacherous
—Whoever gave him advice made his chains tighter
in his heart the advice of people were thorns.

62. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 193-195 #251.
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The people had pity on him;
around him many were gathering to look upon him.
Such a dear master became despised
in the eyes of the people of the world from one drink of wine.
Our master had became infamous and quite drunk.
When he sobered up for a bit,
he said: “If I have been a rancorous drunk, it is licit,
all must become engaged in this work.
It is proper for any who have become brave and a rogue
if they become rambunctious drunks in the city.”
The people responded: “This beggar should be executed!”
The number of people who were calling for his execution became overwhelming.
The master said: “Make haste! Look at this affair!
This Magian beggar has become boastful!
May a hundred thousand souls be sacrificed to him whom
the life of sincere ones is given!”
He said this and let out a fiery sigh
and then went up the ladder of the gallows.
From stranger and fellow city-dweller, man and woman,
rocks were piled upon him from every direction.
When he gave up his soul, the master in his heavenly ascent
in truth was initiated into all the secrets.
Eternally in the sanctuary of union with the beloved,
he tasted the fruit of the tree of love.
The story of the Hallâjian master of our day
expanded the chests of the spiritual elite.
Inside the chest and the fields of the heart,
his story became the guide of ‘Attâr.
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‘Attâr, Poem 23
ﻧﮫ ﻋﺸﻮه ﻓﺮوش ھﺮ ﮐﺮاﻣﺎﺗﯿﻢ
واﻧﮕﺸﺖﻧﻤﺎی اھﻞ طﺎﻣﺎﺗﯿﻢ
دردیﮐﺶ و ﮐﻢزن ﺧﺮاﺑﺎﺗﯿﻢ
ﺷﯿﻮه دﯾﻦ ﺧﺮ ﺧﺮاﻓﺎﺗﯿﻢ
در
ٔ
ﮔﮫ ﺻﻮﻣﻌﮫدار ﻋﺰی و ﻻﺗﯿﻢ
ﮔﮫ ﻣﺴﺘﻤﻌﺎن اﻟﺘﺤﯿﺎﺗﯿﻢ
ﮔﮫ ﻣﺴﺖ ﺷﺮاب ﻋﺎﻟﻢ اﻟﺬاﺗﯿﻢ
ﻣﻘﺎم رﺳﻢ و ﻋﺎداﺗﯿﻢ
ِ ﻣﺎ ﮐﯽ ز
ﭼﮫ ﻣﺮد ﻣﺴﺎﺟﺪ و ﻋﺒﺎداﺗﯿﻢ
ْ
ﺑﺎﺑﺖ ﻗﺮﺑﺖ و ﻣﻨﺎﺟﺎﺗﯿﻢ
ﭼﮫ
زﯾﺮا ﮐﮫ ﻧﮫ ﻣﺮد اﯾﻦ ﻣﻘﺎﻣﺎﺗﯿﻢ
63
ﭘﺮواﻧ ٔﮫ ﺷﻤﻊ ﻧﻮر ﻣﺸﮑﺎﺗﯿﻢ

ﻣﺎ درد ﻓﺮوش ھﺮ ﺧﺮاﺑﺎﺗﯿﻢ
اﻧﮕﺸﺖزﻧﺎن ﮐﻮی ﻣﻌﺸﻮﻗﯿﻢ
ﺣﯿﻠﺖﮔﺮ و ﻣﮭﺮه دزد و اوﺑﺎﺷﯿﻢ
در
ﺷﯿﻮه ﮐﻔﺮ ﭘﯿﺮ و اﺳﺘﺎدﯾﻢ
ٔ
ﮔﮫ ﻣﺮد ﮐﻠﯿﺴﯿﺎی و ﻧﺎﻗﻮﺳﯿﻢ
ﮔﮫ ﻣﻌﺘﮑﻔﺎن ﮐﻮی ﻻھﻮﺗﯿﻢ
دردی دردﯾﻢ
ب
ِ ﺖ ﺧﺮا
ِ ﮔﮫ ﻣﺴ
ِ
ﺑﺎ ﻋﺎدت و رﺳﻢ ﻧﯿﺴﺖ ﻣﺎ را ﮐﺎر
ﻣﺎ را ز ﻋﺒﺎدت و ز ﻣﺴﺠﺪ ﭼﮫ
ﺑﺎ اﯾﻦ ھﻤﮫ ﻣﻔﺴﺪی و زراﻗﯽ
ﺑﺮﺧﺎﺳﺖ ز ﻣﺎ ﺣﺪﯾﺚ ﻣﺎ و ﻣﻦ
در ﺣﺎﻟﺖ ﺑﯿﺨﻮدی ﭼﻮ ﻋﻄﺎرﯾﻢ

We are the dregs-sellers of every dilapidated winehouse.
We are not the coquetry-sellers hawking every saintly miracle.
We are the finger-snapping dancers of the beloved’s quarter.
We are the infamous ones for the people of spiritual conceits.
We are tricksters, dice-stealing cheaters, and rascals.
We are the dregs-drinkers and self-deprecators of the dilapidated winehouse.
In the way of infidelity, we are elites and masters.
In the way of religion, we are the asses carrying fanciful stories.
Sometimes we are men of church and church bells;
other times we are monks of the pagan goddesses ‘Uzza and Lat.
Sometimes we are monks in the quarter of the divine;
other times we listen to heavenly greetings.
Sometimes we are drunk and wasted on the dregs of pining;
other times we are drunk on the wine of the world of essence.
We have no care for (normative) customs and habits.
How could we be from the station of (normative) customs and habits?
What is there for us in mosques and worship?
Are we men of mosques and worship?!
With all of this deception and trickery,
what matter are proximity and private prayers to us?
This story of us and I arose from us
because we are not men of these stations.
We are in the state of selflessness like ‘Attâr.
We are the moths of the candle of the light of the niche.

63. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 486-487 #606.
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‘Attâr, Poem 24
ﭘﯿﺸﻢ آﻣﺪ ﻣﺴﺖ ﺗﺮﺳﺎزادهای
ﺑﯽ ﺳﺮ و ﭘﺎﯾﯽ ز دﺳﺖ اﻓﺘﺎدهای
ﮔﻔﺖ ھﯿﻦ ﺑﺮﺧﯿﺰ و ﺑِﺴْﺘﺎن ﺑﺎدهای
64
(ﮔﺸﺘﻢ از ﻣﯽ ﺑﺴﺘﺪن دل دادهای )ﮔﻔﺘﻢ ار ﻣﯽ ﺑﺴﺘﺪی دل دادهای
دل ﺷﺪ از ﮐﺎر ﺟﮭﺎن ﭼﻮن ﺳﺎدهای
در ﺻﻒ ﻣﺮدان ﺷﺪم آزادهای
ﭘﯿﺶ او ﭼﻮن ﻣﻦ ﺑﮫ ﺳﺮ اﺳﺘﺎدهای
65
دُر ز ﭼﺸﻢ دُرﻓﺸﺎن ﺑﮕﺸﺎدهای

دوش وﻗﺖ ﺻﺒﺢ ﭼﻮن دل دادهای
ﺑﯽ دل و دﯾﻨﯽ ﺳﺮ از ﺧﻂ ﺑﺮدهای
ﭼﻮن ﻣﺮا از ﺧﻮاب ﺧﻮش ﺑﯿﺪار ﮐﺮد
ﻣﻦ ز ﺗﺮﺳﺎزاده ﭼﻮن ﻣﯽ ﺑﺴﺘﺪم
ﭼﻮن ﺷﺮاب ﻋﺸﻖ در دل ﮐﺎر ﮐﺮد
در زﻣﺎن زﻧﺎر ﺑﺴﺘﻢ ﺑﺮ ﻣﯿﺎن
ﻧﯿﺴﺖ اﮐﻨﻮن در ﺧﺮاﺑﺎت ﻣﻐﺎن
ﻧﯿﺴﺖ ﭼﻮن ﻋﻄﺎر در درﯾﺎی ﻋﺸﻖ

Last night, in the wee hours of the morning, a christian youth
came to me drunk, like a lover.
Without heart or religion, (he was) one who had been led off the path;
without head or feet, (he was) a lost soul.
When he woke me from a pleasant dream,
he said: “Quickly, get up and grab some wine!”
When I took the wine from that christian youth,
I became a lover from taking that wine. (Mss. Maj and Sul. variant: “I said: ‘If you take this
wine, you are a lover’”)
When the wine of love worked on my heart,
my heart abandoned mundane matters like an unadorned beauty
Instantly, I fastened a (non-Islamic) cincture around my waist.
I became a freeborn noble in the ranks of the real men (variant: drunkards).
There is not in the winehouse of the Magians
before him a servant like me.
In the sea of love, there are none like ‘Attâr:
one who scatters pearls from his pearl-scattering eyes.

64. Ms. Majles (Maj) and Sultanati (Sul), the two oldest manuscripts, both read  ﮔﻔﺘﻢ ار ﻣﯽ ﺑﺴﺘﺪی دل دادهایhere.
65. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 603-604 #756.
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‘Attâr, Poem 25
ﻧﻌﺮه ھﯿﮭﺎت ﺑﺮآﻣﺪ
ٔ وز دﻟﺸﺪﮔﺎن
ﺳﺮﻣﺴﺖ ﺑﮫ ﻣﻌﺮاج ﻣﻨﺎﺟﺎت ﺑﺮآﻣﺪ
از ﻣﺸﺮق ﺟﺎن ﺻﺒﺢ ﺗﺤﯿﺎت ﺑﺮآﻣﺪ
ﺑﺎ دوﺳﺖ ﻓﺮو ﺷﺪ ﺑﮫ ﻣﻘﺎﻣﺎت ﺑﺮآﻣﺪ
آن دﯾﺪه ﭘﺪﯾﺪ آﻣﺪ و ﺣﺎﺟﺎت ﺑﺮآﻣﺪ
ﻣﺤﺒﻮب ﻗﺮﯾﻦ ﮔﺸﺖ و ﻣﮭﻤﺎت ﺑﺮآﻣﺪ
واﻗﺒﺎل ﺑﺪان ﺑﻮد ﮐﮫ ﺷﮭﻤﺎت ﺑﺮآﻣﺪ
ﺑﯿﺨﻮد ﺷﺪ و از دﯾﻦ و ﮐﺮاﻣﺎت ﺑﺮآﻣﺪ
66
ﺗﺎ ﻧﻔﯽ ﺷﺪ و از ره اﺛﺒﺎت ﺑﺮآﻣﺪ

دی ﭘﯿﺮ ﻣﻦ از ﮐﻮی ﺧﺮاﺑﺎت ﺑﺮآﻣﺪ
ﺷﻮرﯾﺪه ﺑﮫ ﻣﺤﺮاب ﻓﻨﺎ ﺳﺮ ﺑﮫ ﺑﺮاﻓﮑﻨﺪ
ﭼﻮن )ﺟﻮن( دردی ﺟﺎﻧﺎن ﺑﮫ ره ﺳﯿﻨﮫ ﻓﺮو رﯾﺨﺖ
ﭼﻮن دوﺳﺖ ﻧﻘﺎب از رخ ﭘﺮ ﻧﻮر ﺑﺮاﻧﺪاﺧﺖ
آن دﯾﺪه ﮐﺰان دﯾﺪه ﺗﻮان دﯾﺪ ﺟﻤﺎﻟﺶ
ﻣﻘﺼﻮد ﺑﮫ ﺣﺎﺻﻞ ﺷﺪ و ﻣﻄﻠﻮب ﺑﮫ ﺗﻌﯿﻦ
ﺑﺪ ﺑﺎز ﺟﮭﺎن ﺑﻮد ﺑﺪان ﮐﻮی ﻓﺮوﺷﺪ
دﯾﻦ داﺷﺖ و ﮐﺮاﻣﺎت و ﺑﮫ ﯾﮏ ﺟﺮﻋﮫ ﻣﯽ ﻋﺸﻖ
ﻋﻄﺎر ﺑﺪﯾﻦ ﮐﻮی ﺳﺮاﺳﯿﻤﮫ ھﻤﯽ ﮔﺸﺖ

Last night our master came out of the quarter of the dilapidated winehouse,
and a cry of “alas” rose up from the enamored.
Crazed, he bowed his head down in the mehrab of self-annihilation;
he ascended on a heavenly journey (me’raj) in private prayers dead drunk.
When he poured the dregs of the sweetheart down his throat,
the morning of greetings and prayers dawned from the east of his soul.
When the friend threw down the veil from his brilliant face,
he melted with the friend and arose in the station.
That eye appeared with which one can see his beauty;
that eye appeared and wishes were fulfilled.
The goal was reached and the object desire was realized.
The beloved became a companion and all sorts of important matters came up.
He [the master] was a bad gambler of the world, he came down to this quarter (of gamblers)
and it was good fortune that checkmating occurred.
He had religion and saintly miracles, and with one gulp of the wine of love
he lost himself and abandoned religion and saintly miracles.
‘Attâr was always rushing headlong to this quarter
when he was negated and he left the path of proofs.

66. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 221-222 #284.
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‘Attâr, Poem 26
ﻣﻦ ز ﻣﯽ ﻧﻨﮕﯽ ﻧﺪارم ﻣﯽﭘﺮﺳﺘﻢ ﻣﯽﭘﺮﺳﺘﻢ
 ﻧﺎﻣﺎن ﺗﻮﺑﮫ ﭘﯿﺶ ﺑﺖ ﺷﮑﺴﺘﻢ67ﻧﻨﮕﻢ اﺳﺖ از ﻧﻨﮓ و
ْ
ﺣﺮﯾﻔﺎن ﺧﻮش ﻧﺸﺴﺘﻢ ﺑﺎ رﻓﯿﻘﺎن ﻋﮭﺪ ﺑﺴﺘﻢ
ﺑﺎ
ﻣﯽ ﻓﺮوﺷﺎن را ﻏﻼﻣﻢ ﭼﻮن ﮐﻨﻢ ﭼﻮن ﻣﯽﭘﺮﺳﺘﻢ
از ﺟﮭﺎن ﺑﯿﺮون ﻓﺘﺎدم از ﺧﻮدی ﺧﻮد ﺑﺮﺳﺘﻢ
ﻋﻘﻞ را ﺑﺮ ﺳﺮ ﮐﺸﯿﺪم در ﺻﻒ رﻧﺪان ﻧﺸﺴﺘﻢ
ﮔﻮﺷ ٔﮫ در ﺑﺎز ﮐﺮدم زان ﻣﯿﺎن ﻣﺮداﻧﮫ ﺟﺴﺘﻢ
ﺧﯿﺰم از ﻣﺴﺠﺪ ﺑﺮون ﮐﻦ ﮐﺰ ﻣﯽ دوﺷﯿﻨﮫ ﻣﺴﺘﻢ
68
ﺑﺲ ﮐﮫ از ﺑﺎده ﺧﺮاﺑﻢ ﻧﯿﺴﺘﻢ واﻗﻒ ﮐﮫ ھﺴﺘﻢ

ﺳﺎﻗﯿﺎ ﺗﻮﺑﮫ ﺷﮑﺴﺘﻢ ﺟﺮﻋﮫای ﻣﯽ ده ﺑﮫ دﺳﺘﻢ
ﺧﻮی ﺧﺎﻣﺎن ﺑﺮ ﺷﺪم زﯾﻦ ﻧﺎﺗﻤﺎﻣﺎن
ﺳﻮﺧﺘﻢ از
ِ
رﻓﺘﻢ و ﺗﻮﺑﮫ ﺷﮑﺴﺘﻢ وز ھﻤﮫ ﻋﯿﺒﯽ ﺑﺮﺳﺘﻢ
ﻣﻦ ﻧﮫ ﻣﺮد ﻧﻨﮓ و ﻧﺎﻣﻢ ﻓﺎرغ از اﻧﮑﺎر ﻋﺎﻣﻢ
ﺖ ﺟﺎن ﺑﺮ در ﻧﮭﺎدم
ِ دﯾﻦ و دل ﺑﺮ ﺑﺎد دادم رﺧ
ﺧﺮﻗﮫ از ﺗﻦ ﺑﺮﮐﺸﯿﺪم ﺟﺎم ﺻﺎﻓﯽ در ﮐﺸﯿﺪم
ﺧﺮﻗﮫ را زﻧﺎر ﮐﺮدم ﺧﺎﻧﮫ را ﺧ ّﻤﺎر ﮐﺮدم
ﺳﺎﻗﯿﺎ ﺑﺎده ﻓﺰون ﮐﻦ ﺗﺎ ﻣﻨﺖ ﮔﻮﯾﻢ ﮐﮫ ﭼﻮن ﮐﻦ
ﮔﺮ ﭼﻮ ﻋﻄﺎرم ﮐﮫ آﺑﻢ ﻣﯽﺑﺮد از دﯾﺪه ﺧﻮاﺑﻢ

O, my cupbearer! I have broken my repentance! Give me a draught of wine!
I have no shame of wine—I am a wine-worshipper!
I was burnt by temperament of these (spiritual) simpletons—I rose above these amateurs.
My shame is of the honorable ones—I broke my repentance before the idol.
I went, broke my repentance, and was freed from all sin;
with my mates I sat merrily—I made a covenant with my friends.
I am not a man of shame and good name—I have gone beyond public disavowal.
I make myself like a slave to winesellers since I am a wine-worshipper.
I threw religion and heart to the wind—I have tossed my soul outside the door (like trash or
something that will be taken).
I have left the world—I have freed myself from self-worshipping.
I tore the Sufi mantle from my body—I drew a goblet of pure wine.
I cast off my intellect—I sat in the libertines’ company.
I made my Sufi mantle a cincture and my house the vintner’s.
I cracked the door open and bravely searched about.
O my cupbearer! Give me more wine so I tell you what to do.
Get up and get me out of the mosque; send me outside for I am still drunk from last night’s
wine.
If I am like ‘Attâr whose tears take sleep from my eyes,
I am so wasted on wine that I am not even aware that I exist.

67. Keshavarz believes that a  وis missing here.
68. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 391-92.
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‘Attâr, Poem 27
ﭘﯿﺮ ﻣﺎ ﺧﺮﻗ ٔﮫ ﺧﻮد ﭼﺎک زد و ﺗﺮﺳﺎ ﺷﺪ
روح از ﺣﻠﻘ ٔﮫ او رﻗﺺﮐﻨﺎن رﺳﻮا ﺷﺪ
ﺑﺲ دل و ﺟﺎن ﮐﮫ ﭼﻮ ﭘﺮواﻧ ٔﮫ ﻧﺎ ﭘﺮوا ﺷﺪ
طﻔﻞ راه اﺳﺖ اﮔﺮ ﻣﻨﺘﻈﺮ ﻓﺮدا ﺷﺪ
ﮐﮫ ھﻤﮫ ﻋﻤﺮ ﻣﻦ اﻧﺪر ﺳﺮ اﯾﻦ ﺳﻮدا ﺷﺪ
ﺳﺮ ﻏﻮﻏﺎ ﺷﺪ
ِ ﮐﮫ دﻟﻢ از ﻣﯽ ﻋﺸﻖ ﺗﻮ
ﻣﺴﺖ آﻣﺪ ﺑﮫ وﺟﻮد از ﻋﺪم و ﺷﯿﺪا ﺷﺪ
زاﻧﮑﮫ ﺑﺎ ھﺴﺘﯽ ﺧﻮد ﻣﯽﻧﺘﻮان آﻧﺠﺎ ﺷﺪ
ﮐﯽ ﺗﻮاﻧﺪ ﻧﻔﺴﯽ ﺳﺎﯾﮫ ﺑﺪان ﺻﺤﺮا ﺷﺪ
ﻗﻄﺮهای ﭼﺒُ َﻮد اﮔﺮ ﮔﻢ ﺷﺪ و ﮔﺮ ﭘﯿﺪا ﺷﺪ
ﮐﮫ ز درﯾﺎ ﺑﮫ ﮐﻨﺎر آﻣﺪ و ﺑﺎ درﯾﺎ ﺷﺪ
70
زاﻧﮑﮫ ﭼﺸﻢ و دل ﻋﻄﺎر ﺑﮫ ﮐﻞ ﺑﯿﻨﺎ ﺷﺪ

زﻟﻒ ﭼﻮ زﻧﺎر ﺑﺘﻢ ﭘﯿﺪا ﺷﺪ
ﺷﮑﻦ
ِ
طﺮه او ﻧﻌﺮهزﻧﺎن ﻣﺠﻨﻮن ﮔﺸﺖ
ٔ ﻋﻘﻞ از
ﺗﺎ ﮐﮫ آن ﺷﻤﻊ ﺟﮭﺎن ﭘﺮده ﺑﺮاﻓﮑﻨﺪ از روی
 رخ ﯾﺎر ﻧﺪﯾﺪ69ھﺮ ﮐﮫ اﻣﺮوز ﻣﻌﺎﯾﻨ ْﮫ
ھﻤﮫ ﺳﺮﺳﺒﺰی ﺳﻮدای رُﺧﺶ ﻣﯽﺧﻮاھﻢ
ﺳﺎﻗﯿﺎ ﺟﺎم ﻣﯽ ﻋﺸﻖ ﭘﯿﺎﭘﯽ در ده
ﻧﮫ ﭼﮫ ﺣﺎﺟﺖ ﺑﮫ ﺷﺮاب ﺗﻮ ﮐﮫ ﺧﻮد ﺟﺎن ز اﻟﺴﺖ
ﻋﺎﺷﻘﺎ ھﺴﺘﯽ ﺧﻮد در ره ﻣﻌﺸﻮق ﺑﺒﺎز
روی ﺻﺤﺮا ﭼﻮ ھﻤﮫ ﭘﺮﺗﻮ ﺧﻮرﺷﯿﺪ ﮔﺮﻓﺖ
ﻗﻄﺮهای ﺑﯿﺶ ﻧﮫای ﭼﻨﺪ ز ﺧﻮﯾﺶ اﻧﺪﯾﺸﯽ
ﺑﻮد و ﻧﺎﺑﻮد ﺗﻮ ﯾﮏ
ﻗﻄﺮه آﺑﺴﺖ ھﻤﯽ
ٔ
ھﺮﭼﮫ ﻏﯿﺮ اﺳﺖ ز ﺗﻮﺣﯿﺪ ﺑﮫ ﮐﻞ ﻣﯿﻞ ﮐﺸﻢ

The ringlets of his cincture-like locks of the idol appeared;
our master rent his cloak and became a christian!
Intellect, from his tresses, became crazy, wailing!
Spirit, from his ringlets, became infamous, dancing!
When that candle of the world tossed away the veil from his face,
many hearts and souls became like the fearless moth.
Whoever has not seen the face of the friend today
is a child on the path if s/he is waiting for tomorrow.
I want all the dark scruff (light beard) of his face,
for all of my life was expended in this scruff/love.
O my cupbearer, continuously pour goblets of the wine of love
for my heart has become the leader of the uproar due to your wine of love!
No! How could one have need of your wine? For out of pre-eternity (Qur’an reference)
the soul came drunkenly into existence from non-existence and became manifest.
O my lover! Lose (gamble away) your existence on the beloved’s path
for you cannot go there with your existence.
When all of the rays of the sun fell upon the field,
how long could a (lower) self be a shadow in this field?
You are not more than a drop—how could you even think of yourself?
What is a drop if it was lost or found?

69. Tafazzoli has  ﻣﻌﺎﯾﯿﻨﻪhere, but I believe this is just a spelling mistake.
70. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 192-193 #249.
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Your existence or non-existence is only a drop of water
that came to the shore of the ocean and returned to the ocean.
I blind whatever is other than divine unity (towhid)
because the eyes and heart of ‘Attâr have been completely opened.
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‘Attâr, Poem 28
ﺗﺎﺋﺒﺎن را ﺑﮫ ﺷﺮاﺑﯽ دو ﺳﮫ در ﮐﺎر ﮐﺸﯿﻢ
اوﻓﺘﺎن ﺧﯿﺰان از ﺧﺎﻧﮫ ﺑﮫ ﺑﺎزار ﮐﺸﯿﻢ
ﺧﯿﺰ ﺗﺎ ﭘﯿﺶ ﻣﻐﺎن دُردی ﺧ ّﻤﺎر ﮐﺸﯿﻢ
ﺑﮫ ﯾﮑﯽ ﺟﺮﻋﮫ ﻣﯿﺶ در ﺻﻒ ﮐﻔّﺎر ﮐﺸﯿﻢ
اﻧﺎ ﮔﻮﯾﺎن ﺧﻮدی را ﺑﮫ ﺳﺮ دار ﮐﺸﯿﻢ
وﻗﺖ ﻧﺎﻣﺪ ﮐﮫ ﺧﻂ اﻧﺪر ﺧﻂ زﻧﺎر ﮐﺸﯿﻢ
ھﺮﮐﮫ ﮔﻮﯾﺪ ﮐﮫ دھﺪ ﺧﻨﺠﺮ اﻧﮑﺎر ﮐﺸﯿﻢ
ﮐﮫ ز دﯾﻦ ﺑﺎر ﻧﯿﺎﺑﯿﻢ ﻣﮕﺮ ﺑﺎر ﮐﺸﯿﻢ
71
اﻧﺪرﯾﻦ راه ﻏﻢ ﻋﺸﻖ ﭼﻮ ﻋﻄﺎر ﮐﺸﯿﻢ

ﺳﺎﻗﯿﺎ ﺧﯿﺰ ﮐﮫ ﺗﺎ رﺧﺖ ﺑﮫ َﺧ ّﻤﺎر ﮐﺸﯿﻢ
ﮐﻮزه دُرد
زاھﺪ ﺧﺎﻧﮫﻧﺸﯿﻦ را ﺑﮫ ﯾﮑﯽ
ٔ
ھﻮﺳﺖ ھﺴﺖ ﮐﮫ ﺻﺎﻓﯽ دل و ﺻﻮﻓﯽ ﮔﺮدی
ھﺮ ﮐﮫ را در ره اﺳﻼم ﻗﺪم ﺛﺎﺑﺖ ﻧﯿﺴﺖ
ھﺮ ﮐﮫ دﻋﻮی اﻧﺎاﻟﺤﻖ ﮐﻨﺪ و ﺣﻖ ﮔﻮﯾﺪ
ﭼﻨﺪ دارﯾﻢ ﻧﮭﺎن زﯾﺮ ﻣﺮﻗّﻊ زﻧﺎر
ھﯿﭽﮑﺲ را ﻧﺪھﺪ دﻧﯿﯽ و دﯾﻦ دﺳﺖ ﺑﮭﻢ
ﮔﺮ ﺗﻮ دﯾﻦ ﻣﯽطﻠﺒﯽ از ﺳﺮ دﻧﯿﯽ ﺑﺮﺧﯿﺰ
ْ ﮔﺮ ازﯾﻦ
ﺷﺎخ ﮔﻞ وﺻﻞْ طﻤﻊ ﻣﯽدارﯾﻢ

O my cupbearer! Get up so we can go to the vintner
(and) drag those (pious) repenters into the mix with a goblet of wine or two!
[Get up so] we can drag that sedentary ascetic, stumbling, from his house
to the bazaar with a jug of dregs!
Do you desire to become pure of heart and Sufi?
Get up so that before the Magian we can quaff the dregs of the vintner!
[Get up so] whoever is not sure-footed in the way of Islam,
we may drag him into the ranks of the infidels (koffâr) with a gulp of his wine!
[Get up so] whoever claims “I am the Truth” and says it truly
we can drag his “I am”-saying self to the gallows!
How long will we hide (our) (non-Islamic) cincture under (our) ragged dervish cloaks?
the time has not come to for us to ignore the rule of the (non-Islamic) cincture!
Worldly things and religion don’t go together.
Pull the knife of denial on whoever says that they do!
If you are searching for religion, abandon worldly things
for we will not gain admittance from religion unless we carry a burden.
If you desire the flower of union from that branch,
take love’s path of pining like ‘Attâr!

71. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 504-505 #630.
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‘Attâr, Poem 29
ﺧﻂ ﮐﻔﺎر ﻧﮭﺎد
ِ ﺧﻂ ﺑﮫ دﯾﻦ ﺑﺮزد و ﺳﺮ ﺑﺮ
ﺧﺮﻗ ٔﮫ ﺳﻮﺧﺘﮫ در ﺣﻠﻘ ٔﮫ زﻧﺎر ﻧﮭﺎد
ﺳﺮ ﻓﺮو ﺑﺮد و ﺳﺮ اﻧﺪر ﭘﯽ اﯾﻦ ﮐﺎر ﻧﮭﺎد
ﻣﯽﺧﻮران ﻧﻌﺮهزﻧﺎن روی ﺑﮫ ﺑﺎزار ﻧﮭﺎد
ْ ﮔﻔﺖ ﮐﯿﻦ داغ ﻣﺮا ﺑﺮ دل و
ﺟﺎن ﯾﺎر ﻧﮭﺎد
ﮔﻠﻢ آن اﺳﺖ ﮐﮫ او در ره ﻣﻦ ﺧﺎر ﻧﮭﺎد
ﮔﻔﺖ آری زدهام روی ﺳﻮی دار ﻧﮭﺎد
72
از ﭘﯽ ﭘﯿﺮ ﻗﺪم در ﭘﯽ ﻋﻄﺎر ﻧﮭﺎد

ﭘﯿﺮ ﻣﺎ ﺑﺎر دﮔﺮ روی ﺑﮫ ﺧﻤﺎر ﻧﮭﺎد
ﺧﺮﻗﮫ آﺗﺶ زد و در ﺣﻠﻘ ٔﮫ دﯾﻦ ﺑﺮ ﺳﺮ ﺟﻤﻊ
ﺑﺮ ﻣﺸﺘﯽ اوﺑﺎش
ِ در ﺑﻦ دﯾﺮ ﻣﻐﺎن در
درد ﺧﻤﺎر ﺑﻨﻮﺷﯿﺪ و دل از دﺳﺖ ﺑﺪاد
ﮔﻔﺘﻢ ای ﭘﯿﺮ ﭼﮫ ﺑﻮد اﯾﻦ ﮐﮫ ﺗﻮ ﮐﺮدی آﺧﺮ
ﻣﻦ ﭼﮫ ﮐﺮدم ﭼﻮ ﭼﻨﯿﻦ ﺧﻮاﺳﺖ ﭼﻨﯿﻦ ﺑﺎﯾﺪ ﺑﻮد
ﺑﺎز ﮔﻔﺘﻢ ﮐﮫ اﻧﺎاﻟﺤﻖ زدهای ﺳﺮ در ﺑﺎز
دل ﭼﻮ ﺑ ْﺸﻨﺎﺧﺖ ﮐﮫ ﻋﻄﺎر درﯾﻦ راه ﺑﺴﻮﺧﺖ

Our master again turned his face towards the vintner!
He scratched out religion and surrendered to the infidels!
He lit his Sufi mantle on fire, and in front of the assembly of religion,
he put the burnt mantle on the buckle of his cincture!
Deep in the Magian monastery with a handful of rogues,
he bowed his head in acceptance and devoted himself to this work.
He quaffed the vintner’s dregs and tossed his heart to the wind.
Drinking, screaming, he headed for the market.
I said: “O master! What have you done?!”
He said: “The beloved put this brand on my heart and soul.
What could I do?! Since he wanted it like this, it must be like this—
my flower is that one that put thorns on my path.”
Again I said: “You have proclaimed ‘I am the Truth’?! Gamble away your head!”
He said: “O yes, I have proclaimed that!” and headed towards the gallows.
When the heart realized that ‘Attâr was burnt up in this path,
it stopped following the master and took up the path following ‘Attâr.

72. ‘Attâr, Divân-e ‘Attâr (ed. Tafazzoli), 120.
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‘Erâqi, Poem 1
َﺳﺒﺤﮫ ﺑﮫ ﮐﻒ و ﺳﺠﺎده ﺑﺮ دوش
ﺳﺮﻣﺴﺖ و ز ﺟﺎم ﻋﺸﻖ ﺑﯿﮭﻮش
 ﻣﻔﺮوش،ﮐﺎﯾﻨﺠﺎ ﻧﺨﺮﻧﺪ زھﺪ
ﺧﺮﻗﮫ ﺑﻨﮫ و ﭘﻼس درﭘﻮش
در ﻣﯿﮑﺪه رو ﺷﺮاب ﻣﯽﻧﻮش
ﺟﺎن و دل و دﯾﻦ ﮐﻨﯽ ﻓﺮاﻣﻮش
ﺑﯽﺑﺎده ﺷﻮی ﺧﺮاب و ﻣﺪھﻮش
در ﺗﺮک ﻣﺮاد ﺧﻮﯾﺸﺘﻦ ﮐﻮش
ﮔﯿﺮی ھﻤﮫ آرزو در آﻏﻮش
73
 ﺑﺨﻮاه ﺳﺮ ﺧﻮش،دردی دھﺪت
74
ﮔﺮ زھﺮ دھﺪ ﺗﺮا ﺑﮑﻦ ﻧﻮش
75
 ﺧﺎﻣﻮش،اﯾﻦ ﮐﺎر ﺑﮫ ﮔﻔﺖ و ﮔﻮی

ﮐﺮدم ﮔﺬری ﺑﮫ ﻣﯿﮑﺪه دوش
ﭘﯿﺮی ﺑﺪر آﻣﺪ از ﺧﺮاﺑﺎت
:ﺳﺮ وﻗﺖ ﺧﻮﯾﺶ ﺑﺎ ﻣﻦ
ِ ﮔﻔﺖ از
ﺳﺒﺤﮫ ﺑﺪه و ﭘﯿﺎﻟﮫ ﺑِﺴْﺘﺎن
در ﺻﻮﻣﻌﮫ ﺑﯿﮭﺪه ﭼﮫ ﺑﺎﺷﯽ
ﮔﺮ ﯾﺎد ﮐﻨﯽ ﺟﻤﺎل ﺳﺎﻗﯽ
ور ﺑﯿﻨﯽ ﻋﮑﺲ روش در ﺟﺎم
ﺧﻮاھﯽ ﮐﮫ ﺑﯿﺎﺑﯽ اﯾﻦ ﭼﻨﯿﻦ ﮐﺎم
ﭼﻮن ﺗﺮک ﻣﺮاد ﺧﻮﯾﺶ ﮐﺮدی
ﮔﺮ ﺳﺎﻗﯽ ﻋﺸﻖ از ُﺧ ِﻢ درد
ﺗﻮ ﮐﺎر ﺑﺪو ﮔﺬار و ﺧﻮش ﺑﺎش
، ﻋﺮاﻗﯽ،ﭼﻮن راﺳﺖ ﻧﻤﯽﺷﻮد

Last night I passed by the winehouse
with prayer beads in hand and a prayer carpet on my shoulder.
An old wise man came to the door of the (dilapidated) winehouse
drunk and nearly passed out from the goblet of love.
At the appointed time, he said me:
“Here they do not buy asceticism, so don’t try to sell [your hypocritical wares here]!
Give me your prayer beads and take a chalice [of wine]!
Throw down your Sufi cloak and put on the dervish sackcloth!
Why are you in the monastery in vain?
[Instead,] go in the winehouse and drink!
If you remember the beauty of the cupbearer,
you will forget your heart, soul, and religion!
And if you see his visage in the goblet,
you will become wasted and stupified without wine!
If you want to attain such success,
you must strive to abandon your own aims and desires.
[For] when you have forsaken your own will,
all you desire will be in your embrace.
If the cupbearer of love gives you dregs
73. Nafisi has the last three words of this line reading: ﻣﺨﻮاه ﺳﺮ ﺟﻮش. However, I have followed Mohtasham’s
reading.
74. Mohtasham has  وﮔﺮinstead of ( ﺑﮑﻦwhich is Nafisi’s reading). I have Nafisi’s reading here because I cannot
make sense of Mohtasham’s reading.
75. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 84-85.
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from the vat of pining, wish to be tipsy!
Entrust the work to him and be merry!
If he gives you poisen, drink it!
Since this matter will not be solved with speech, ‘Erâqi,
[Be] silent!”
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‘Erâqi, Poem 2
 وام ﮐﺮدﻧﺪ76[ﺖ ﺧﻮﺑﺎن ]ﺳﺎﻗﯽ
ز
ِ ﭼﺸﻢ ﻣﺴ
ِ
78
ب ﺑﯿﺨﻮدی در ﮐﺎم ]ﺟﺎم[ ﮐﺮدﻧﺪ
ِ ﺷﺮا
ب ﻋﺎﺷﻘﺎﻧﺶ ﻧﺎم ﮐﺮدﻧﺪ
ِ ﺷﺮا
79
زﻟﻒ ﺧﻮﺑﺎن دام ﮐﺮدﻧﺪ
ﮐﻤﻨ ِﺪ
ِ
ز ﺑﺲْ دﻟﮭﺎ ﮐﮫ ﺑﯽآرام ﮐﺮدﻧﺪ
ﺑﮫ ﯾﮏ ﺟﻮْ ﻻن دو ﻋﺎﻟﻢ رام ﮐﺮدﻧﺪ
ُﻣﮭَﯿّﺎ ِﺷ َﮑﺮ و ﺑﺎدام ﮐﺮدﻧﺪ
80
ﺐ ﺑﯽدﻻن دﺷﻨﺎم ﮐﺮدﻧﺪ
ِ ﻧﺼﯿ
81
ﺑﮫ دل ز اﺑﺮو دو ﺻﺪ ﭘﯿﻐﺎم ﮐﺮدﻧﺪ
ﺟﮭﺎﻧﯽ را از آن اﻋﻼم ﮐﺮدﻧﺪ
82
ﻋﺮاﻗﯽ را ﭼﺮا ﺑﺪﻧﺎم ﮐﺮدﻧﺪ؟

ﻧﺨﺴﺘﯿﻦ ﺑﺎده ﮐﺎﻧﺪر ﺟﺎم ﮐﺮدﻧﺪ
ﻧﺪﯾﻤﺎن را ﻣﮕﺮ ھﺸﯿﺎر دﯾﺪﻧﺪ
ﯿﮕﻮن ﺟﺎﻧﺎن ﺟﺎم در داد
ﺐ َﻣ
ِ ﻟ
ِ
ﺻﯿ ِﺪ دﻟﮭﺎی ﺟﮭﺎﻧﯽ
َ ﺑﮭﺮ
ِ ز
زﻟﻒ ﺑﺘﺎن آرام ﻧﮕﺮﻓﺖ
ﺳﺮ
ِ
ِ
ﮔﻮی ﺣُﺴﻦ در ﻣﯿﺪان ﻓﮕﻨﺪﻧﺪ
ﭼﻮ
ِ
ﻧﻘﻞ ﻣﺴﺘﺎن از ﻟﺐ و ﭼﺸﻢ
ِ ﺑﮭﺮ
ِ ز
از آن ﻟﺐ ﮐﺰ درﺻﺪ آﻓﺮﯾﻨﺴﺖ
ﺑﮫ ﻏﻤﺰه ﺻﺪ ﺳﺨﻦ ﮔﻔﺘﻨﺪ ﺑﺎ ﺟﺎن
ﻧﮭﺎن ﺑﺎ َﻣﺤ َﺮﻣﯽ رازی ﺑﮕﻔﺘﻨﺪ
راز ﺧﻮﯾﺸﺘﻦ ﻓﺎش
ِ ﭼﻮ ﺧﻮد ﮐﺮدﻧﺪ
77

The first wine that was put in the goblet
was borrowed from the drunken eyes of the Saqi/fair ones.
Perhaps they saw the companions were yet sober—
[for] they poured the wine of selflessness into their goblets/mouths.
The wine-red lips of the beloved poured it in the goblet—
They called it the “wine of lovers.”
[And] for ensnaring the hearts of the world,
the curls of the fair one’s tresses were laid out as traps.
The tips of idols’ tresses never rested
because of the many hearts that they made restless.
When they threw the ball of beauty in the field,
they tamed the two worlds with only one run.
They prepare the sweetmeats of the drunks with
sugar and almonds from the eyes and lips [of the beloveds].
From those lips—which have a hundred praises!—

76. Nafisi puts  ﺳﺎﻗﯽhere in his edition of this poem; however, the anonymous introduction and Mohtasham’s
edition have  ﺧﻮﺑﺎنhere. Prof. Keshavarz also prefers  ﺳﺎﻗﯽhere.
77. Nafisi has the first hemistiche as: ﭼﻮ ﺑﺎ ﺧﻮد ﯾﺎﻓﺘﻨﺪ اﻫﻞ ﻃﺮب را.
78. Nafisi puts  ﺟﺎمhere in his edition of this poem; however, Mohtasham’s edition has  ﮐﺎمhere. Prof.
Keshavarz also prefers  ﺟﺎمhere.
79. After this line, Nafisi has the following additional line that is not in Mohtasham’s edition:
ﺑﻬﻢ ﮐﺮدﻧﺪ و ﻋﺸﻘﺶ ﻧﺎم ﮐﺮدﻧﺪ
ﺑﻪ ﮔﯿﺘﯽ ﻫﺮﮐﺠﺎ درد دﻟﯽ ﺑﻮد
80. After this line, Nafisi has the following additional line that is not in Mohtasham’s edition:
ﺑﻪ ﺟﺎﻣﯽ ﮐﺎر ﺧﺎص و ﻋﺎم ﮐﺮدﻧﺪ
ﺑﻪ ﻣﺠﻠﺲ ﻧﯿﮏ و ﺑﺪ را ﺟﺎی دادﻧﺪ
81. After this line, Nafisi has the two following additional lines that are not in Mohtasham’s edition:
ﺟﻤﺎل ﺧﻮﯾﺸﺘﻦ را ﺟﻠﻮه دادﻧﺪ ﺑﻪ ﯾﮏ ﺟﻠﻮه دو ﻋﺎﻟﻢ رام ﮐﺮدﻧﺪ
 ﻫﺮ دم ﺳﺮ زﻟﻔﯿﻦ ﺧﻮد را دام ﮐﺮدﻧﺪ،دﻟﯽ را ﺗﺎ ﺑﺪﺳﺖ آرﻧﺪ
82. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 72-73.
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rained insults—oh, the tragic lot of the lovesick!
With a glance, they said a hundred eloquent words to the soul.
From the bow of their brows, they shot two hundred messages to the heart.
When secluded with an intimate friend, they revealed a secret.
[Then,] they proclaimed it to the world!
Since they revealed their secret,
Why did they defame ‘Erâqi?
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‘Erâqi, Poem 3
ﺑِ ْﻨﺸﯿﻦ و ﺷﺮاب ﻧﻮش و ﺧﻮش ﺑﺎش
ﺑﺎﺷﺪ ﮐﮫ ﺷﻮی ﺗﻮ ﻧﯿﺰ ﻗﻼش
رو ﺑﺎدهﭘﺮﺳﺖ ﺷﻮ ﭼﻮ اوﺑﺎش
ﺳﺮﱢ دو ﺟﮭﺎن وﻟﯽ ﻣﮑﻦ ﻓﺎش
ﭼﺸﻢ رﻋﻨﺎش
ﺳﺮﻣﺴﺖ ﺷﻮی ز
ِ
ْ
ﻟﻮح ﺿﻤﯿﺮْ ﭘﺎک ﺑِﺘﺮاش
ِ از
83
ﻧﻘﺶ وﺟﻮ ِد ﺧﻮﯾﺶ ﻧﻘﺎش
در
ِ
In the banquet of the rascal qalandars,
sit, drink wine, and be merry!
So you taste the wine and find drunkenness,
may it be that you too become a rascal.
How long will you be a self-worshipper in the monastery?
Go! Become a wine-worshipper and be as the miscreants.
In the world-displaying cup, see
the secret of the two words, but don’t reveal it!
And if you look upon the winebearer,
you will become completely drunk from his lovely eyes.
Except the image of the beloved
erase whatever you see from the tablet of your mind.
O ‘Erâqi! May you see
the painter in the image of your own being.

83. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 80-81.
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ﻗﻠﻨﺪران ﻗﻼش
ﺑﺰم
ِ در
ِ
ُ
ﺗﺎ
ذوق ﻣﯽ و ﺧ ّﻤﺎر ﯾﺎﺑﯽ
ِ
در ﺻﻮﻣﻌﮫ ﭼﻨﺪ ﺧﻮد ﭘﺮﺳﺘﯽ
ﺟﺎم ﺟﮭﺎنﻧﻤﺎیْ ﻣﯽ ﺑﯿﻦ
ِ در
ور ﺧﻮد ﻧﻈﺮی ﮐﻨﯽ ﺑﮫ ﺳﺎﻗﯽ
ﻧﻘﺶ ﻧﮕﺎر ھﺮﭼﮫ ﺑﯿﻨﯽ
ﺟﺰ
ِ
ﺑﺎﺷﺪ ﮐﮫ ﺑﺒﯿﻨﯽ ای ﻋﺮاﻗﯽ

‘Erâqi, Poem 4
ﺟﺎن اﻧﺲ و ﺟﺎن ﮐﻮ؟
ِ و آن ﺷﺎھ ِﺪ
وآن آرزوی ھﻤﮫ ﺟﮭﺎن ﮐﻮ؟
ﮐﺎن ﯾﺎر ﻟﻄﯿﻒ ﻣﮭﺮﺑﺎن ﮐﻮ؟
آن ﻋﯿﺶ ﮐﺠﺎ و آن زﻣﺎن ﮐﻮ؟
ﮔﺮ ﻋﺎﺷﻖ ﺻﺎدﻗﯽ ﻧﺸﺎن ﮐﻮ؟
 ز ﺟﺎن ﻓﻐﺎن ﮐﻮ؟،ور ﺑﯽﺧﺒﺮی
دل ﺧﺴﺘﮫ و ﺟﺎن ﻧﺎﺗﻮان ﮐﻮ؟
84
ﺳﺮﮔﺸﺘﮫ ﻣﺒﺎش ھﻤﭽﻨﺎن ﮐﻮ

ﺴﺎر ﺟﺎن ﮐﻮ؟
ِ آن ﻣﻮﻧﺲ و ﻏﻤ ُﮕ
آن ﺟﺎن و ﺟﮭﺎن ﮐﺠﺎﺳﺖ آﺧﺮ؟
ﺣﯿﺮان ھﻤﮫ ﻣﺎﻧﺪهاﻧﺪ و واﻟﮫ
ﺑﺎھﻢ ﺑﻮدﯾﻢ ﺧﻮش زﻣﺎﻧﯽ
ای دﻟﺸﺪه دم ﻣﺰن زﻋﺸﻘﺶ
 ﻧﺸﺎن ﭼﯿﺴﺖ؟،ﮔﺮ ﺑﺎﺧﺒﺮی از او
ور ھﻤﭽﻮ ﻣﻦ از ﻓﺮاق ﯾﺎری
ای دل َﻣﻨِ َﮕﺮ ﺳﻮی ﻋﺮاﻗﯽ

Where is he? That companion, that intimate friend of the soul
That dear embodiment of beauty (shâhed) of the soul of humankind—where is he?
My soul, my world—oh where is he?
That desire of the whole world over—where is he?
All have remained bewildered and enamored with love
of that delicate and kind friend—[but] where is he?
When we were together, the times were great—
Where have that merry life and good times gone?
O enamored one! Don’t breathe even of whiff his love.
If you are a true lover, where is the sign [of your love]?
If you have news of him, what is the indication?
If you know naught of him, where is the cry of the soul?
If you, like I, are heartbroken and soul-weary
From separation from the friend—where is the sign of it?
O heart! Don’t look at ‘Erâqi!
Do not be bewildered as he is.

84. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 89.
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‘Erâqi, Poem 5
 ﮐﮫ از ﻣﯽ ﮔﺮهﮐﺎر ﮔﺸﺎدﻧﺪ،ﻣﯽﻧﻮش
در ﮐﻌﺒﮫ ﻣﺮو ﭼﻮن در َﺧ ﱠﻤﺎر ﮔﺸﺎدﻧﺪ
در ﺧﺎﻧﮫ ﻣﺸﯿﻦ ﭼﻮن ره ﮔﻠﺰار ﮔﺸﺎدﻧﺪ
ﺳﺮ ﻣﻮﯾﯽ ﮐﮫ ز رﺧﺴﺎر ﮔﺸﺎدﻧﺪ
ِ از ﯾﮏ
از روی ﺟﮭﺎن زﻟﻒ ﺷﺐ ﺗﺎر ﮔﺸﺎدﻧﺪ
ﺑﺮ روی زﻣﯿﻦ ﭼﺸﻤ ٔﮫ اﻧﻮار ﮔﺸﺎدﻧﺪ
از
ﭘﺮده زﻧﮕﺎر ﮔﺸﺎدﻧﺪ
ٔ
ٔ ﭼﮭﺮه ﮔﻞ
وز ﺧﻨﺪه ﮔﻞ ﻣﺒﺴﻢ اﺷﺠﺎر ﮔﺸﺎدﻧﺪ
در ھﺮ ﭼﻤﻨﯽ ُﮐﻠﺒ ٔﮫ ﻋﻄﺎر ﮔﺸﺎدﻧﺪ
ﮐﺰ ﺑﻮی ﺧﻮﺷﺶ ﻧﺎﻓ ٔﮫ ﺗﺎﺗﺎر ﮔﺸﺎدﻧﺪ
در ﺑﻨﺪ در ﺧﻮد ﮐﮫ در ﯾﺎر ﮔﺸﺎدﻧﺪ
85
آﻧﮕﺎه در ﻣﺨﺰن اﺳﺮار ﮔﺸﺎدﻧﺪ

در ﺧﺎﻧﮫ َﺧ ﱠﻤﺎر ﮔﺸﺎدﻧﺪ
ِ ای دل ﭼﻮ
ﻧﺮﮔﺲ
،در ﺧﻮد َﻣﻨِﮕﺮ
ﻣﺨﻤﻮر ﺑﺘﺎن ﺑﯿﻦ
ِ
ِ
از ﺧﻮد ﺑﮫ درآ در رخ ﺧﻮﺑﺎن ﻧﻈﺮی ﮐﻦ
ﺑﻨﮕﺮ ﮐﮫ دو ﺻﺪ ِﻣﮭﺮ ﺑﮫ ھﺮ ذره ﻧﻤﻮدﻧﺪ
ﺗﺎ ﺑﺎز ﮔﺸﺎدﻧﺪ ﺳﺮ زﻟﻒ ز رﺧﺴﺎر
ﺗﺎ ِﻣﮭﺮ ﮔﯿﺎھﯽ ز ِﮔﻞ ﺗﯿﺮه ﺑﺮآﯾﺪ
ﺗﺎ ﻻﻟﮫرﺧﯽ در ﭼﻤﻦ آﯾﺪ ﺑﮫ ﺗﻤﺎﺷﺎ
ﭘﺮده ﺧﻮرﺷﯿﺪ درﯾﺪﻧﺪ
ٔ از ﭘﺮﺗﻮ ﻣﻞ
ﺗﺎ ﮐﺮد ﻧﺴﯿﻢ ﺳﺤﺮ آﻓﺎق ﻣﻌﻄﺮ
ﻣﺎﻧﺎ ﮐﮫ ﺟﮭﺎن ﮐﺮد ﭘﺮﯾﺸﺎن ﺳﺮ زﻟﻔﯽ
 ﻋﺮاﻗﯽ:در ﮔﻮش دﻟﻢ دوش ﺻﺒﺎ ﮔﻔﺖ
ﺳﺮ اﻏﯿﺎر ﺑﺒﺴﺘﻨﺪ ز ﻏﯿﺮت
ِ
ِ ﭼﺸﻢ

O heart! When the door of the vintner’s house has been opened,
drink! For all tangled messes are unravelled by wine.
Do not look at yourself—look instead at the drunken narcissus of the idols!
Do not go to the Ka’be when the door of the vintner’s house has been opened.
Come out of yourself and cast a glance instead towards the beautiful ones!
Don’t sit in the house when the path to the rosegarden has opened up.
See how two hundred suns/love are manifested in each particle
from the tip of a single hair that has been pushed aside from his face.
When the tips of the tresses were removed from (beauty’s/lover’s) cheeks,
the dark tresses of night were removed from the face of the earth.
In order for a love plant (mandrake/mandragora) to sprout from dark soil,
springs of light were scattered on the face of the earth.
In order for a beauty (lit. a tulip-face) to come to the field for a glance,
the rusty veil was removed from the face of the flowers.
From the glow of the wine, the veil of the sun was torn,
and from the laughing of the flowers, a smile appeared on the trees.
When the dawn’s breeze perfumed all ends of the earth,
in each meadow a apothecary (‘Attâr) shop was opened.
It was as if the tip of a tress had disturbed the whole world—
from the sweet scent of the tress the Tartar’s musk bag was opened.
Last night the morning breeze said to my heart:
85. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 75-76.
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“‘Erâqi, close the door of yourself for the door of the friend has been opened.”
Out of jealousy they closed the eyes of the others—
then the door of the treasure house of secrets opened.
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‘Erâqi, Poem 6
ﺟﺎن ﻣﺎ را در ﮐﻒ ﻏﻮﻏﺎ ﻧﮭﺎد
ﺟﺴﺖ و ﺟﻮﯾﯽ در ﻧﮭﺎد ﻣﺎ ﻧﮭﺎد
آرزوﯾﯽ در دل ﺷﯿﺪا ﻧﮭﺎد
ﮐﺎﺗﺸﯽ در ﭘﯿﺮ و در ﺑﺮﻧﺎ ﻧﮭﺎد
راز ﻣﺴﺘﺎن ﺟﻤﻠﮫ ﺑﺮ ﺻﺤﺮا ﻧﮭﺎد
ﺟﻨﺒﺸﯽ در آدم و ﺣﻮا ﻧﮭﺎد
ﺟﺎن واﻣﻖ در ﻟﺐ ﻋﺬرا ﻧﮭﺎد
ﺧﺎل ﻓﺘﻨﮫ ﺑﺮ رخ زﯾﺒﺎ ﻧﮭﺎد
ِ
رﻧﮓ و ﺑﻮﯾﯽ در ﮔﻞ رﻋﻨﺎ ﻧﮭﺎد
 ﻣﺎ ﭼﻮن ﭘﺎ ﻧﮭﺎد86در ﺳﺮا و ﺷﮭﺮ
ﺷﻮر و ﻏﻮﻏﺎ ﮐﺮد و رﺧﺖ آﻧﺠﺎ ﻧﮭﺎد
 ﻧﮭﺎد87ﻧﺎم ﻣﺎ دﯾﻮاﻧﮫ و رﺳﻮا
89
آﺗﺶ ﺳﻮدا ﻧﮭﺎد
 ﺑﺮ88ﺟﺎن او
ِ

ﻋﺸ ْﻖ ﺷﻮری در ﻧﮭﺎد ﻣﺎ ﻧﮭﺎد
ﮔﻔﺖ و ﮔﻮﯾﯽ در زﺑﺎن ﻣﺎ ﻓﮑﻨﺪ
داﺳﺘﺎن دﻟﺒﺮان آﻏﺎز ﮐﺮد
ﻗﺼ ٔﮫ ﺧﻮﺑﺎن ﺑﮫ ﻧﻮﻋﯽ ﺑﺎز ﮔﻔﺖ
رﻣﺰی از اﺳﺮار ﺑﺎده ﮐﺸﻒ ﮐﺮد
از ﺧﻤﺴﺘﺎن ﺟﺮﻋﮫای ﺑﺮ ﺧﺎک رﯾﺨﺖ
ﻋﻘﻞ ﻣﺠﻨﻮن در ﮐﻒ ﻟﯿﻠﯽ ﺳﭙﺮد
دل ﺳﻮداﯾﯿﺎن
ِ ﺑﮭﺮ آﺷﻮ
ِ ب
ِ
وز ﭘﯽ ﺑﺮگ و ﻧﻮای ﺑﻠﺒﻼن
ﻓﺘﻨﮫای اﻧﮕﯿﺨﺖ ﺷﻮری درﻓﮑﻨﺪ
ﺟﺎیْ ﺧﺎﻟﯽ ﯾﺎﻓﺖ از ﻏﻮﻏﺎ و ﺷﻮر
ﻧﺎم و ﻧﻨﮓ ﻣﺎ ھﻤﮫ ﺑﺮ ﺑﺎد داد
ﭼﻮن ﻋﺮاﻗﯽ را درﯾﻦ ره ﺧﺎم ﯾﺎﻓﺖ

Love put an agitation in our constitution
and placed our soul in the hands of an uproar.
[Love] tossed speech to our tongues
and put searching in our essence.
[Love] set in motion the stories of lovers
and put desire in the love sick hearts.
[Love] repeated the stories of the beautiful ones in such a way that
it put a fire in both the young and old.
[Love] disclosed one of the secrets of wine
and scattered the secret of the drunks in the fields.
[Love] poured a draught from the wine cellar on the earth
and put motion into Adam and Eve.
[Love] entrusted Majnun’s rationality to the hands of Layla
and set the soul of Vameq on the lips of ‘Azra.
[Love] placed a beauty mark of rebellion on the face of Beauty
to disturb the hearts of those mad with love.
[Love] gave the elegant flowers their color and scent
in order to give sustenance to the nightingales.
86. Mohtasham’s texts reads: ﺳﺮای ﺷﻬﺮ ﻣﺎ. On the recommendation of Keshavarz, I have opted to follow
Nafisi’s version of the text here.
87. Mohtasham’s text reads دﯾﻮاﻧﻪی رﺳﻮا. On the recommendation of Keshavarz, I have opted to follow Nafisi’s
version of the text here.
88. Nafisi’s text reads ﻣﺎ.
89. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 74-75.
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[Love] stirred up a rebellion—it started a disturbance
in the abodes of our city when it set foot there.
[Love] found the place empty of uproar and tumult,
(so) it incited an uprising (again) and settled down there.
[Love] threw our name and honor all to the wind
and named us crazy and infamous.
When ‘Erâqi was still “raw” on this path,
[Love] put his soul on the fire of love.
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‘Erâqi, Poem 7
ز ﺟﺎم ﻋﺸﻖ ﺷﺪ ﺷﯿﺪا و ﺳﺮﻣﺴﺖ
ﭼﺸﻢ ﺧﻮﺑﺎﻧﺴﺖ ﭘﯿﻮﺳﺖ
ب
ِ ﺧﺮا
ِ
ﮔﺮﻓﺘﮫ زﻟﻒ ﯾﺎر و رﻓﺘﮫ از دﺳﺖ
ﮐﮫ ﮔﺮ دﯾﻮاﻧﮫای زﻧﺠﯿﺮ ﺑ ُْﮕ َﺴﺴﺖ
 ﻧﺎﮔﮭﯽ اﻓﺘﺎد در ﺷﺴﺖ،ﭼﻮ ﻣﺎھﯽ
ﺷﺪ از ﺑﻨﺪ ﺟﮭﺎن آزاد و وارﺳﺖ
ﻗﻠﻨﺪروار در ﻣﯿﺨﺎﻧﮫ ﺑِ ْﻨ َﺸﺴﺖ
90
ﻋﺮاﻗﯽ ﺗﻮﺑ ٔﮫ ﺳﯽﺳﺎﻟﮫ ﺑِ ْﺸ َﮑﺴﺖ

ﻋﺮاﻗﯽ ﺑﺎر دﯾﮕﺮ ﺗﻮﺑﮫ ﺑﺸﮑﺴﺖ
زﻟﻒ ﺑﺘﺎن ﺷﺪ
ﺳﺮ
ِ
ِ
ِ ﭘﺮﯾﺸﺎن
ﭼﮫ ﺧﻮش ﺑﺎﺷﺪ ﺧﺮاﺑﯽ در ﺧﺮاﺑﺎت
ز ﺳﻮدای ﭘﺮیروﯾﺎن ﻋﺠﺐ ﻧﯿﺴﺖ
زﻟﻒ ﻣﮫروﯾﺎن ھﻤﯽ ﮔﺸﺖ
ﺑﮕﺮ ِد
ِ
ﺑﮫ ﭘﯿﺮان ﺳﺮ دل و دﯾﻦ داد ﺑﺮ ﺑﺎد
ﺑﺮ اﻓﺸﺎﻧﺪ آﺳﺘﯿﻦ ﺑﺮ ھﺮدو ﻋﺎﻟﻢ
ﺐ ﺳﺎﻗﯽ ﺻﻼی ﺑﺎده در داد
ِ ﻟ

‘Erâqi again has broken his vow of repentance;
from love’s goblet he has become drunk and mad with love.
He has been distracted by the idols’ locks
and continually intoxicated by the eyes of the fair ones.
How fine is the depravity in the winehouse,
snatching the tresses of the beloved and falling unconscious!
It is not strange at all if from love of fair ones
a mad one broke his chains.
He circled around the locks of the moon-faced ones,
like a fish suddenly he got caught in a net.
In old age he threw his heart and religion to the wind,
and was freed from the shackles of the world.
He rejected both worlds like a qalandar
and sat in the house of idols.
The lips of the cupbearer called him to drink some wine,
and ‘Erâqi broke a vow of repentance that had endured for thirty years.

90. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 245.
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‘Erâqi, Poem 8
91

ﺳﺮ زھﺪ و ﭘﺎرﺳﺎﯾﯽ
ِ ﮐﮫ ﻧﻤﺎﻧﺪ ﺑﯿﺶ ﻣﺎ را
 ﭼﻨﺪ ﭘﺎﯾﯽ؟،ﻗﺪﺣﯽ ﺷﺮاب ﭘﺮ ﮐﻦ ﺑﮫ ﻣﻦ آر
ِ
ﻧﻮای ﺑﯽ ﻧﻮاﯾﯽ
ﻣﻨﻢ و ﺣﺮﯾﻒ ﮐﻨﺠﯽ و
ِ
ﺻﺪق ﺗﻮﺑﮫ ﮐﺮدم ز ﻋﺒﺎدت رﯾﺎﯾﯽ
ِ ﮐﮫ ﺑﮫ
ﮐﮫ ز دُر ِد ﺗﯿﺮه ﯾﺎﺑﺪ دل و دﯾﺪه روﺷﻨﺎﯾﯽ
ﭼﻮ ﺑﮫ ﺻﻮﻣﻌﮫ ﮔﺬﺷﺘﻢ ھﻤﮫ ﯾﺎﻓﺘﻢ دَﻏﺎﯾﯽ
 ﭼﮕﻮﻧﮫ و ﮐﺠﺎﯾﯽ؟:ز ﻣﻦ ﺷﮑﺴﺘﮫ ﺑﺮرس ﮐﮫ
ﭼﻮ ز زاھﺪی ﻧﺪﯾﺪم ﺟﺰ ﻻف و ﺧﻮدﻧﻤﺎﯾﯽ
ﻏﻢ ﺟﮭﺎن رھﺎﯾﯽ
ِ ﮐﮫ ﻧﯿﺎﻓﺖ ﺟﺰ ﺑﮫ ﻣﯽ ﮐﺲ ز
 ﭼﮫ وﺻﺎل و ﭼﮫ ﺟﺪاﯾﯽ،ﺗﺮک ﺧﻮد ﺑﮕﻔﺘﻢ
ﭼﻮ ﺑﮫ
ِ
 ﺗﻮ ﺧﻮد ﮐﮫ ﺑﺎﺷﯽ ﮐﮫ درون ﮐﻌﺒﮫ آﯾﯽ،ﮐﮫ ﺑﺮو
92
ﮐﮫ درون درآی ﻋﺮاﻗﯽ ﮐﮫ ﺗﻮ ھﻢ ﺣﺮﯾﻒ ﻣﺎﯾﯽ

ﺣﺮﯾﻒ ﻣﺎﯾﯽ
ﻣﯽ ﻣﻐﺎﻧﮫ ﺑﺪه ار
ِ
ِ ،ﭘﺴﺮا
َ
ﺳﺮ َﻣﺼﻠﺤﯽ ﻧﺪارم
ِ ،ﮐﻢ ﺧﺎﻧﮕﮫ ﮔﺮﻓﺘﻢ
 ﻧﮫ طﺎﻋﺖ، ﻧﮫ دل و ﻧﮫ دﯾﻦ،ﻧﮫ زر و ﻧﮫ ﺳﯿﻢ دارم
ﻧﮫام اھﻞ زھﺪ و ﺗﻘﻮی ﺑﮫ ﻣﻦ آر ﺳﺎﻏﺮ ﻣﯽ
ﻣﯽ ﺻﺎف ار ﻧﺪاری ﺑﮫ ﻣﻦ آر ﺗﯿﺮه دُردی
ِ
ﺑﮫ ﻗﻤﺎرﺧﺎﻧﮫ رﻓﺘﻢ ھﻤﮫ ﭘﺎﮐﺒﺎز دﯾﺪم
 ﺑﺎری،ﭼﻮ ﺷﮑﺴﺖ ﺗﻮﺑ ٔﮫ ﻣﻦ َﻣ ِﺸ َﮑﻦ ﺗﻮ ﻋﮭﺪ
ﺗﻮ ﻣﺮا ﺷﺮاب در ده ﮐﮫ ز زھﺪ ﺗﻮﺑﮫ ﮐﺮدم
ﻏﻢ زﻣﺎﻧﮫ ﻣﺎ را ﺑﺮھﺎن ﺑﮫ ﻣﯽ زﻣﺎﻧﯽ
ِ ز
 ﭼﮫ ﮐﻠﯿﺴﯿﺎ ﭼﮫ ﮐﻌﺒﮫ،ﭼﻮ ز ﺑﺎده ﻣﺴﺖ ﮔﺸﺘﻢ
 ﺑﮫ ﺣﺮم رھﻢ ﻧﺪادﻧﺪ،طﻮاف ﮐﻌﺒﮫ رﻓﺘﻢ
ﺑﮫ
ِ
در دﯾﺮ ﻣﯽزدم ﺷﺐ ز درون ﻧﺪا ﺷﻨﯿﺪم
ِ

O boy! Give me some Magian wine if you are our companion
for we no longer are fixed on the path of asceticism and piety.93
I considered the Sufi lodge to be no importance—I do not intend to be virtuous!
Fill me a chalice and bring it to me! What’s the delay?
I have not gold nor silver, nor heart nor religion—not even obedience!
It is only I and my companion in a corner with a song of poverty.
I am not of the people of asceticism and piety—bring me a goblet of wine!
For truthfully I repented from my hypocritical worship.
Bring pure wine, but if you don’t have that, bring the dark dregs to me!
for from the dark dregs the heart and eyes will find illumination.
I went to the gambling house and saw only players who went “all in”—
but when I went to the ascetics’ lodge, all I found there was deception.
Since I broke my repentance, do not break our convenant—
at least once ask of my broken self: “How are you? Where are you?”
Pour me wine! For I have repented from asceticism
91. Nafisi places the following line as the opening line of the poem:
ﮐﻪ دراز و دور دﯾﺪم ره زﻫﺪ و ﭘﺎرﺳﺎﯾﯽ
 ره ﻗﻠﻨﺪر ﺳﺰدار ﺑﻤﻦ ﻧﻤﺎﯾﯽ،ﭘﺴﺮا
Both the line above and the opening line of Mohtasham’s edition listed above in the text are very similar to
the following beyt that appears in the anonymous introduction immediately after converts to the qalandari
path:
ﮐﻪ دراز و دور دﯾﺪم ﺳﺮ ﮐﻮی ﭘﺎرﺳﺎﯾﯽ
 ره ﻗﻠﻨﺪر ﺑﺰن ار ﺣﺮﯾﻒ ﻣﺎﯾﯽ،ﭘﺴﺮا
92. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 108-09.
93. Nafisi places the following line as the opening line of the poem:
ﮐﻪ دراز و دور دﯾﺪم ره زﻫﺪ و ﭘﺎرﺳﺎﯾﯽ
 ره ﻗﻠﻨﺪر ﺳﺰدار ﺑﻤﻦ ﻧﻤﺎﯾﯽ،ﭘﺴﺮا
Both the line above and the opening line of Mohtasham’s edition listed above in the text are very similar to
the following beyt that appears in the anonymous introduction immediately after converts to the qalandari
path:
ﮐﻪ دراز و دور دﯾﺪم ﺳﺮ ﮐﻮی ﭘﺎرﺳﺎﯾﯽ
 ره ﻗﻠﻨﺪر ﺑﺰن ار ﺣﺮﯾﻒ ﻣﺎﯾﯽ،ﭘﺴﺮا
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because I saw nothing from ascetics except boasting and ostentation.
Free us from the sorrow of the age with the wine at least once
for one did not find anyone who became free from the sorrow of the world except through
wine.
When one is drunk from wine, what is a church? What is the Ka’ba?
When one has abandoned the self, what is union? What is separation?
I went to circumambulate the Ka’ba, but they did not allow me to pass into the sanctuary,
saying: “Go! You?!? Who are you that (you think you can) come inside the Ka’ba?!”
At night I was knocking at the monastery’s door when from inside I heard a call:
“‘Erâqi! Come inside! You also are our companion.”94

94. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 108-09.
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‘Erâqi, Poem 9
در ﮐﻮی ﺧﺮاﺑﺎت ﻓﺘﺎدﯾﻢ دﮔﺮﺑﺎر
از دُرد ﻣﻐﺎن روزه ﮔﺸﺎدﯾﻢ دﮔﺮﺑﺎر
در ﭘﯿﺶ رﺧﺶ ﺳﺮ ﺑﻨﮭﺎدﯾﻢ دﮔﺮﺑﺎر
در دﺳﺖ ﯾﮑﯽ ﻣﻎﺑﭽﮫ دادﯾﻢ دﮔﺮﺑﺎر
ﺻﺪﺑﺎر ﺑﻤﺮدﯾﻢ و ﺑﺰادﯾﻢ دﮔﺮﺑﺎر
ﺑﯽﻋﺸﻖ رﺧﺶ زﻧﺪه ﻣﺒﺎدﯾﻢ دﮔﺮﺑﺎر
ِ
ﺑﺎ اﯾﻦ ھﻤﮫ ﻏﻢ ﺑﯿﻦ ﮐﮫ ﭼﮫ ﺷﺎدﯾﻢ دﮔﺮﺑﺎر
ﺑﻨﮕﺮ دل و دﯾﻦ داده ﺑﮫ ﺑﺎدﯾﻢ دﮔﺮﺑﺎر
اﯾﻨﮏ ھﻤﮫ در ﻋﯿﻦ ﻓﺴﺎدﯾﻢ دﮔﺮﺑﺎر
ﺑﺎ ھﺴﺘﯽ ﺧﻮد ﺟﻤﻠﮫ ﮐﺴﺎدﯾﻢ دﮔﺮﺑﺎر
95
ﭼﻮن ﻧﯿﺴﺖ ﺷﻮد ﺟﻤﻠﮫ ﻣﺮادﯾﻢ دﮔﺮﺑﺎر

رخ ﺳﻮی ﺧﺮاﺑﺎت ﻧﮭﺎدﯾﻢ دﮔﺮﺑﺎر
از ﺑﮭﺮ ﯾﮑﯽ ﺟﺮﻋﮫ دو ﺻﺪ ﺗﻮﺑﮫ ﺷﮑﺴﺘﯿﻢ
در ﮐﻨﺞ ﺧﺮاﺑﺎت ﯾﮑﯽ ﻣﻎﺑﭽﮫ دﯾﺪﯾﻢ
آن دل ﮐﮫ ﺑﮫ ﺻﺪ ﺣﯿﻠﮫ ز ﺧﻮﺑﺎن ﺑﺮﺑﻮدﯾﻢ
ﯾﮑﺒﺎر ﺑﺪﯾﺪﯾﻢ رﺧﺶ وز ﻏﻢ ﻋﺸﻘﺶ
دﯾﺪﯾﻢ ﮐﮫ ﺑﯽﻋﺸﻖ رﺧﺶ زﻧﺪﮔﯽای ﻧﯿﺴﺖ
ﻏﻢ ﺑﺮ دل ﻣﺎ ﺗﺎﺧﺘﻦ آورد ز ﻋﺸﻘﺶ
ﺷﺪ در ﺳﺮ ﺳﻮدای رﺧﺶ دﯾﻦ و دل ﻣﺎ
ﻋﺸﻘﺶ ﺑﮫ زﯾﺎن ﺑﺮد ﺻﻼح و ورع ﻣﺎ
ﺑﺎ ﻧﯿﺴﺘﯽ ﺧﻮد ھﻤﮫ ﺑﺎ ﻗﯿﻤﺖ و ﻗﺪرﯾﻢ
ﺗﺎ ھﺴﺖ ﻋﺮاﻗﯽ ھﻤﮫ ھﺴﺘﯿﻢ ﻣﺮﯾﺪش

I have set my face towards the the ruins/tavern again.
I have fallen in the lane of the ruins/tavern once again.
For just one drink, I broke a hundred repentances;
once again I broke my fast with the dregs of the Magians’ wine.
I saw a Magian boy in the corner of the dilapidated winehouse.
I placed my head before his face once again.
That heart, which I took from fair-faced ones with a hundred tricks,
I gave to a Magian boy once again.
Only once I saw his face, and I died and was reborn a hundred times
from the grief of his love once again.
I saw that without love of his visage life did not exist.
Without the love of his visage may we not live anymore!
Grief from love of him marches on my heart.
With all this grief, see how happy I am once again!
My heart and religion were traded for his visage.
See how I have thrown heart and religion to the wind.
His love bought my self-restraint and rectitude on the cheap,
so now we are in the essence of depravity once again.
With the non-existence of myself, I am all valuable,
but the market stagnates once again with my existence.
As long as ‘Erâqi exists, I will be his disciple;
when he is not, I will become the guide.
95. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 105-06.
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‘Erâqi, Poem 10
در ِﻣﺤﻨَﺖ و ﺑﻼ ﭼﮫ ﮔﺮﻓﺘﺎر ﻣﺎﻧﺪهام؟
ﺑﮭﺮ ﭼﮫ ھﺸﯿﺎر ﻣﺎﻧﺪهام؟
ِ در ﻣﯿﮑﺪه ز
ﺑﺎ اھﻞ ﻣﺼﻄﺒﮫ ﭼﮫ ﺑﮫ اﻧﮑﺎر ﻣﺎﻧﺪهام؟
ّ
ﻗﻼش وار ﺑﺮ در َﺧ ّﻤﺎر ﻣﺎﻧﺪهام
ﺑﺎزم رھﺎن ﮐﮫ در ﻏﻢ ﺑﺴﯿﺎر ﻣﺎﻧﺪهام
ﮐﺎر ھﺮ دو ﻋﺎﻟﻢ ﺑﯿﮑﺎر ﻣﺎﻧﺪهام
ِ از
96
در ﮐﺎر او ﺑﺒﯿﻦ ﮐﮫ ﭼﮫ ﻏﻤﺨﻮار ﻣﺎﻧﺪهام

اﻣﺮوز ﻣﻦ ﮐﮫ ﺑﯽدل و ﺑﯽﯾﺎر ﻣﺎﻧﺪهام
در ﺻﻮﻣﻌﮫ ﭼﻮ ﻣﺮ ِد ﻣﻨﺎﺟﺎت ﻧﯿﺴﺘﻢ
ﺑﺎ اھﻞ ﻣﺪرﺳﮫ ﭼﻮ ﺑﮫ اﻗﺮار ﻧﺎﻣﺪم
 ﻻ َﺟ َﺮم،در ﮐﻌﺒﮫ ﭼﻮن ﻧﺒﻮد ﻣﺮا ﺟﺎی
ُردی دَر ِد ﺗﻮ ﯾﮏ زﻣﺎن
ِ ﺳﺎﻗﯽ ﺑﯿﺎر د
 ﻏﻢ ﮐﺎرم ﺑﺨﻮر ﮐﮫ ﻣﻦ،در ﮐﺎر ﺷﻮ ﮐﻨﻮن
ﮐﺎری ﺑﮑﻦ ﮐﮫ ﮐﺎر ﻋﺮاﻗﯽ ز دﺳﺖ رﻓﺖ

Today, I who remain love-sick and friendless,
how great the trial and tribulations that I have become entangled in.
Since I am not a man of prayers in the monastery,
why have I remained sober in the winehouse?
Since I did not accept the way of the scholars (lit. people of the school house),
why deny the people of the winehouse?
Since there was no space for me at the Ka’ba,
necessarily I remained as a rascal at the door of the vintner.
Cupbearer, bring the dregs of your pain just once.
Free me again for I have remained long in grief.
Take action now—commiserate with me over my work, for I
have remained without work in both worlds.
Do something! For ‘Erâqi’s efforts are lost.
In his efforts see what a companion I have remained!

96. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 102-03.
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‘Erâqi, Poem 11
ﮔﻨﺠﯽ ﮐﮫ آن ﻧﯿﺎﺑﺪ ﺻﺪ ﭘﯿﺮ در ﻣﻨﺎﺟﺎت
ﻣﯽﺑﯿﺰ ھﺮ ﺳﺤﺮﮔﮫ ﺧﺎک در ﺧﺮاﺑﺎت
ﺑﺎ ﺻﺪھﺰار ﺧﻮرﺷﯿﺪ اﻓﺘﺪ ﺗﺮا ﻣﻼﻗﺎت
 ﻧَﺰ ُﺷﻌﺎﻋﺎت، ﻧَﺰ ﺟﺎم،ﻧَﺰ ﺧﻮﯾﺶ ﮔﺮدی آﮔﮫ
97
 ﭘﯽ ﮔﻢ ﮐﻨﺪ اﺷﺎرات،ت ﺗﻮ
ِ درھﻢ ﻋﺒﺎرا
ﺣﺎﻟﯽ ﭼﻨﯿﻦ ﮐﮫ ﯾﺎﺑﺪ ﻧﮕﺬﺷﺘﮫ از ﻣﻘﺎﻣﺎت
ﮐﻔﺮﺳﺖ زھﺪ و طﺎﻋﺖ ﺗﺎ ﻧﮕﺬری ز ﻋﺎدات
دﯾﺮ ُﻋ ّﺰی و ﻻت
ِ ﻣﯽدان ﮐﮫ ﻣﯽﭘﺮﺳﺘﯽ در
در ﻣﯿﮑﺪه رھﺎ ﮐﻦ از ﺳﺮ ﻓﻀﻮل طﺎﻋﺎت
ﻣﻔﺮوش زھﺪ ﮐﺎﯾﻨﺠﺎ ﮐﻤﺘﺮ ﺧﺮﻧﺪ طﺎﻣﺎت
ﺑﺤﺮ ﺑﯽﻧﮭﺎﯾﺎت
ِ اﻧﺪاز ﺧﻮﯾﺸﺘﻦ را در
ﺗﺎ در ﮐﺸﺪ ﺑﮫ ﮐﺎﻣﺖ ﯾﺸﮏ ﻧﮭﻨﮓ ﺣﺎﻻت
99
ﻋﺎﻟﻢ ﺷﮭﺎدات
ِ اﺳﺮار ﻏﯿﺐ ﺑﯿﻨﯽ در

ﺖ ﺧﺮاب ﯾﺎﺑﺪ ھﺮ ﻟﺤﻈﮫ در ﺧﺮاﺑﺎت
ِ ﻣﺴ
ﺳﺮ ﮔﻨﺞ
ِ ﺧﻮاھﯽ ﮐﮫ راه ﯾﺎﺑﯽ ﺑﯽرﻧﺞ ﺑﺮ
ﯾﮏ ذرّه ﮔﺮز آن ﺧﺎک در ﭼﺸﻢ ﺟﺎﻧﺖ اﻓﺘﺪ
ﺟﺎم ﺑﺎده ﻧﺎﮔﺎه ﺑﺮ ﺗﻮ ﺗﺎﺑﺪ
ور
ِ ﻋﮑﺲ
ِ
در ﺑﯽﺧﻮدی و ﻣﺴﺘﯽ ﺟﺎﯾﯽ رﺳﯽ ﮐﮫ آﻧﺠﺎ
 ﮔﻨﺠﯽ ﭼﻨﯿﻦ ﻧﯿﺎﺑﯽ،ﺗﺎ ﮔﻢ ﻧﮕﺮدی از ﺧﻮد
ﺗﺎ ﮐﯽ ﮐﻨﯽ ﺑﮫ ﻋﺎدت در ﺻﻮﻣﻌﮫ ﻋﺒﺎدت؟
98
ﺖ ﺧﻮد ﻧ َﺠﺴﺘﯽ
ِ  وز دﺳ،ﺗﺎ ﺗﻮ ز ﺧﻮد ﻧ َﺮﺳﺘﯽ
 ﻣﯽﮐﻮش ﺗﺎ ﺗﻮاﻧﯽ،در ﺻﻮﻣﻌﮫ ﺗﻮ داﻧﯽ
ﺟﺎن ﺑﺎز در ﺧﺮاﺑﺎت ﺗﺎ ﺟﺮﻋﮫای ﺑﯿﺎﺑﯽ
ﻟﺐْ ﺗﺸﻨﮫ ﭼﻨﺪ ﺑﺎﺷﯽ ﺑﺮ ﺳﺎﺣﻞ ﺗﻤﻨﺎ
ﺗﺎ ُﮔﻢ ﮐﻨﺪ ﻧﺸﺎﻧﺖ درﯾﺎی ﺑﯽﻧﺸﺎﻧﯽ
ت ﺑﺎﻗﯽ
ِ  ﯾﺎﺑﯽ ﺣﯿﺎ،ﭼﻮن ﻏﺮﻗﮫ ﺷﺪ ﻋﺮاﻗﯽ

One who is inebriated (beyond repair) each moment finds in the tavern/ruins
a treasure one can not find in the prayers of a hundred spiritual guides.
(If) you want to find a path without trial to the treasure,
continually sift the dust at the door of the tavern/ruins each morning.
If even a particle of this dust falls in the eye of your soul,
you will be met with a hundred thousand suns.
And if the reflection of the wine goblet suddenly shines upon you,
you will become unaware of yourself, of the goblet, of the rays of light.
You will arrive to a place in selflessness and drunkenness that there
your words will be jumbled, signs will throw you off track.
Until you have lost yourself, you will not find such a treasure,
such a state one finds only once they have passed beyond the stations.
Until when will you continue worshipping habitually in the monastery?
Until you have passed beyond customary practice, asceticism and acts of obedience are
infidelity (kofr).
As long as you do not escape from yourself and abandon your own efforts,
know that you were worshiping in the temple of ‘Uzza and Lat.
In the monastery, you are the one who knows. Try as much as you can
to free yourself in the winehouse from the excess of acts of obedience.

97. Both Mohtasham and Nafisi have در ﻫﻢ. However, Nafisi has it as در ﻫﻢ ﺷﻮد. Mohtasham also lists this same
reading as a variant in her notes and she also notes that another manuscript has it read در وﻫﻢ.
98. I have edited Mohtasham’s reading of  و ازto ( وزat the suggestion of Keshavarz), which Nafisi also has.
99. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 78-80.
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Gamble your soul away in the tavern/ruins so you may get a draught.
Don’t sell asceticism for here they seldom buy vain and useless talk.
How long are you going to be thirsty on the shores of desire?
Throw yourselves into the endless sea!
so that the signless ocean looses any sign of you,
so that the teeth of the whale of the states draws you towards its mouth.
When ‘Erâqi is drowned, you will find eternal life,
you will see the hidden secret in the world of witnesses/manifestations.
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‘Erâqi, Poem 12
ﻣﯽ ﻣﻐﺎﻧﮫ ﻣﺮا ﺑﮭﺘﺮ از ﻣﻨﺎﺟﺎﺗﺴﺖ
ﺑﮭﺘﺮﯾﻦ طﺎﻋﺎﺗﺴﺖ
ﺑﮫ ﻣﯿﮑﺪه ﺷﺪﻧﻢ
ِ
ﻣﯿﺎن ﺑﺘﮑﺪه ﻣﻮﻻی ﻋﺰی و ﻻﺗﺴﺖ
ﭼﮫ ﺟﺎی ﺻﻮﻣﻌﮫ و زھﺪ و وﺟﺪ و ﺣﺎﻻﺗﺴﺖ؟
ﮐﺮدن آن ﻧﻮﻋﯽ از ﻣﺤﺎﻻﺗﺴﺖ
ﺳﭙﯿﺪ
ِ
ﮐﮫ ﭘﺮ ز ﺷﯿﻮه و ﺳﺎﻟﻮس و زرق و طﺎﻣﺎﺗﺴﺖ
100
ﺖ اﯾﺸﺎن ﺑﺴﯽ ُﻣﺒﺎھﺎﺗﺴﺖ
ِ ﻣﺮا )ﺑﮫ؟ ( ﺻﺤﺒ
ﻣﻘﺎم اھﻞ ﺧﺮد ﻧﺰدش از ُﺧﺮاﻓﺎﺗﺴﺖ
101
ﮐﮫ او ﺑﺮای ﯾﮑﯽ ﺟﺮﻋﮫ در ﺧﺮاﺑﺎت اﺳﺖ

ﭼﻨﯿﻦ ﮐﮫ ﺣﺎل ﻣﻦ اﻣﺮوز در ﺧﺮاﺑﺎﺗﺴﺖ
ﻣﺮا ﭼﻮ ﻣﯽ ﺑﺮھﺎﻧﺪ ز دﺳﺖ ﺧﻮﯾﺸﺘﻨﻢ
درون ﮐﻌﺒﮫ ﻋﺒﺎدت ﭼﮫ ﺳﻮد ﭼﻮن دل ﻣﻦ
ﻣﺮا ﮐﮫ ﺑﺘﮑﺪه و َﻣﺼﻄَﺒﮫ ﻣﻘﺎم ﺑُ َﻮد
ﻠﯿﻢ ﺑﺨﺖ ﮐﺴﯽ را ﮐﮫ ﺑﺎﻓﺘﻨﺪ ﺳﯿﺎه
ِ ِﮔ
ﮐﺠﺎﺳﺖ ﻣﯽ ﮐﮫ ﺑﮫ ﺟﺎن آﻣﺪم زدﺳﺖ دﻟﯽ
اﮔﺮﭼﮫ اھﻞ ﺧﺮاﺑﺎت را ز ﻣﻦ ﻧﻨﮓ اﺳﺖ
دﯾﻮاﻧﮕﺎن ﻣﯿﮑﺪه ﯾﺎﻓﺖ
ﺖ
ِ ﮐﺴﯽ ﮐﮫ ﺣﺎﻟ
ِ
ﮐﻨﻮن ﻣﻘﺎم ﻋﺮاﻗﯽ ﻣﺠﻮی در ﻣﺴﺠﺪ

Such is my state today in the dilapidated winehouse
that Zoroastrian wine is better for me than prayers.
Since wine frees me from myself,
going to the winehouse is the best act of obedience and worship.
What use is worship in the Ka’be when my heart
among the idols is a friend of the goddesses ‘Uzza and Lat?
Since for me who the idol house and the winehouse are stations,
what place do the monastery, asceticism, ecstasy, and Sufi states have?
For person whose carpet of fortune has been woven black,
washing it is an impossible thing.
Where is wine? For I have been driven to my limit by a heart
which is full of pride, hypocrisy, and useless boasts.
Although the haunter of the dilapidated winehouse are ashamed of me,
for me their company is a great honor.
A person who reaches the state of the mad ones of the winehouse,
the station of the wise ones, before him, is but superstition and fables.
Do not search for the station of ‘Erâqi in the mosque now,
for he is in the dilapidated winehouse for a draught now!

100.Keshavarz says that she thinks there needs to be a  ﺑﻪhere.
101.‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 106-07.
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‘Erâqi, Poem 13
ت ﻣﻨﺎﺟﺎت؟
ِ ﻓﺎرغ ﺷﺪه ز ﻣﺴﺠﺪ وز ﻟﺬ
دﯾﺮ ﻋُﺰی وﻻت؟
ِ ﺻﺪ ﺳﺠﺪه ﮐﺮده ھﺮ دم در
اﻓﺘﺎده ﺧﻮار و ﻏﻤﮕﯿﻦ در ﮔﻮﺷ ٔﮫ ﺧﺮاﺑﺎت؟
ﻧﮫ ﻣﺤﺮﻣﯽ ﮐﮫ از وی ﯾﺎﺑﺪ دﻣﯽ ﻣﺮاﻋﺎت؟
ﻧﮫ ﮐﺮده ﭘﺎﯾﻤﺮدی ﺑﺎ او دﻣﯽ ﻣﻼﻗﺎت؟
در ﺳﺎﺧﺘﮫ ﺑﮫ ﻧﺎﮐﺎم ﺑﺎ در ِد ﺑﯽﻣﺪاوات؟
! ھﯿﮭﺎت،ھﻢ ﺧﻮﺷﺪﻟﯿﺶ رﻓﺘﮫ ھﻢ روزﮔﺎر
102
ﺑﺎﺷﺪ ﮐﮫ ﺑﮫ ﺷﻮد ﺣﺎل ﮔﺮدﻧﺪه اﺳﺖ ﺣﺎﻻت

دﯾﺪی ﭼﻮ ﻣﻦ ﺧﺮاﺑﯽ اﻓﺘﺎده در ﺧﺮاﺑﺎت
 در ﻣﯿﮑﺪه ﻧﺸﺴﺘﮫ،از ﺧﺎﻧﮕﺎه رﻓﺘﮫ
 ُﻣﻔﻠِﺲ ﺑﻤﺎﻧﺪه ﻣﺴﮑﯿﻦ،در ﺑﺎﺧﺘﮫ دل و دﯾﻦ
ﻧﮫ ھﻤﺪﻣﯽ ﮐﮫ ﺑﺎ او ﯾﮑﺪم دﻣﯽ ﺑﺮآرد
ﻧﮫ ھﯿﭻ دﺳﺘﮕﯿﺮی دﺳﺘﺶ ﮔﺮﻓﺖ روزی
 زﺧﻤﺶ ﻧﺠُﺴﺘﮫ ﻣﺮھﻢ،دردش ﻧﺪﯾﺪه درﻣﺎن
وﺻﻞ ﯾﺎری
ﺧﻮش ﺑﻮده روزﮔﺎری ﺑﺮ ﺑﻮی
ِ
 ﻋﺮاﻗﯽ ا ّﻣﯿﺪوار ﻣﯽﺑﺎش،ﺑﺎ اﯾﻨﮭﻤﮫ

Have you seen one like me who has fallen to depravity in the ruins,
been liberated from the mosque and the joy of private prayers?
[Have you seen one like me who has] left the Sufi lodge and taken a seat in the idol house?
Performed a hundred prostrations each moment in the house of the pagan goddesses
‘Uzza and Lat?
[Have you seen one like me who has] gambled away heart and religion,
a beggar remaining poor, fallen abject and sad in the corner of the ruins?
[Have you seen one like me who has] not a companion that even spent a moment with him,
who has not an intimate friend that shows regard for him for even a moment?
[Have you seen one like me who has] not a helper to lend a hand someday,
no intecessor to meet him at any time?
[Have you seen one like me whose] pain can find no remedy? Whose wound did not search
for an ointment?
Who copes without success with his untreatable pain?
How great was the time with the scent of union with a friend!
Oh, alas! The merriment and that time has gone!
Despite all this, continue to hope, ‘Erâqi,
that your situation will change for circumstances are always changing.

102.‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 103.

319

‘Erâqi, Poem 14
ھﺸﯿﺎری و ﻣﺴﺘﯿﺶ ھﻤﮫ ﻋﯿﻦ ﻧﻤﺎز اﺳﺖ
آﻧﭻ از ﺗﻮ ﭘﺬﯾﺮﻧﺪ درﯾﻦ ﮐﻮی ﻧﯿﺎز اﺳﺖ
ھﺸﯿﺎر ﭼﮫ داﻧﺪ ﮐﮫ درﯾﻦ ﮐﻮی ﭼﮫ راز اﺳﺖ
دﯾﺪم ﺑﮫ ﺣﻘﯿﻘﺖ ﮐﮫ ﺟﺰ اﯾﻦ ﮐﺎر ﻣﺠﺎز اﺳﺖ
در ﻣﯿﮑﺪه ﺑﻨﺸﯿﻦ ﮐﮫ ره ﮐﻌﺒﮫ دراز اﺳﺖ
در زﻣﺰﻣ ٔﮫ ﻋﺸﻖ ﻧﺪاﻧﻢ ﮐﮫ ﭼﮫ ﺳﺎز اﺳﺖ
ﻣﺤﻤﻮد ﭘﺮﯾﺸﺎن ﺳﺮ زﻟﻒ اﯾﺎز اﺳﺖ
ﺟﺎن ھﻤﮫ ﻣﺸﺘﺎﻗﺎن در ﺳﻮز و ﮔﺪاز اﺳﺖ
زﯾﺮا ﮐﮫ درﯾﻦ راه ﺑﺴﯽ ﺷﯿﺐ و ﻓﺮاز اﺳﺖ
رﻓﺘﻢ ﺑﮫ در ﺻﻮﻣﻌﮫ دﯾﺪم ﮐﮫ ﻓﺮاز اﺳﺖ
103
در ﺑﺎز ﺗﻮ ﺧﻮد را ﮐﮫ در ﻣﯿﮑﺪه ﺑﺎز اﺳﺖ

در ﮐﻮی ﺧﺮاﺑﺎت ﮐﺴﯽ را ﮐﮫ ﻧﯿﺎز اﺳﺖ
اﯾﻨﺠﺎ ﻧﭙﺬﯾﺮﻧﺪ ﻧﻤﺎز و ورع و زھﺪ
اﺳﺮار ﺧﺮاﺑﺎت ﺑﺠﺰ ﻣﺴﺖ ﻧﺪاﻧﺪ
ﺗﺎ ﻣﺴﺘﯽ رﻧﺪان ﺧﺮاﺑﺎت ﺑﺪﯾﺪم
ﺧﻮاھﯽ ﮐﮫ درون ﺣﺮم ﻋﺸﻖ ﺧﺮاﻣﯽ
از ﻣﯿﮑﺪهھﺎ ﻧﺎﻟ ٔﮫ دﻟﺴﻮز ﺑﺮآﻣﺪ
در زﻟﻒ ﺑﺘﺎن ﺗﺎ ﭼﮫ ﻓﺮﯾﺐ اﺳﺖ ﮐﮫ ﭘﯿﻮﺳﺖ
زان ﺷﻌﻠﮫ ﮐﮫ از روی ﺑﺘﺎن ﺣﺴﻦ ﺑﺮاﻓﺮوﺧﺖ
ھﺎن ﺗﺎ ﻧﻨﮭﯽ ﭘﺎی درﯾﻦ راه ﺑﮫ ﺑﺎزی
ﭼﻮن ﺑﺮ در ﺧﻢﺧﺎﻧﮫ ﻣﺮا راه ﻧﺪادﻧﺪ
آواز ز ﻣﯿﺨﺎﻧﮫ ﺑﺮآﻣﺪ ﮐﮫ ﻋﺮاﻗﯽ

For one in the tavern’s quarter who is in need,
his soberness and drunkenness both are the very essence of prayer.
Here, prayer, abstinence, and asceticism are not accepted—
that which is accepted from you in this alley is poverty alone.
One does not know the secrets of the tavern except if drunk—
what does the sober one know about the secrets in these quarters?
Ever since I saw the drunkenness of the libertines,
I saw truly that apart from these efforts it is only allegory (majâz).
Do you want to stroll in the sanctuary of love?
Take a seat in the winehouse for the way to the Ka’ba is long.
Heart-wrenching cries rise from the winehouses;
in the murmurings of love I do not know who is the instrument.
In the tresses of the idol, so great is the deception
that Mahmud continues to be distraught in the tresses of Ayaz.
From that flame that was struck from the faces of those idols of beauty
the souls of all those pining after them are burning and melting away.
Beware so that you do not set out on this path in play
because on this path there are many ups and downs.
When at the door of the winehouse I was not permitted to pass,
I went to the door of the monastery (and) saw that it was shut.
[But then] a song rose from the winehouse: ‘Erâqi!
Lose yourself for the door of the winehouse is open!
103.‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 80.
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‘Erâqi, Poem 15
درﯾﻦ ره ﮔﺮ ﺑﮫ ﺗﺮک ﺧﻮد ﺑﮕﻮﯾﯽ
ﺳﺮ ﻣﻮﯾﯽ ز ﺗﻮ ﺗﺎ ﺑﺎ ﺗﻮ ﺑﺎﻗﯽ اﺳﺖ
ﮐﻢ ﺧﻮد ﮔﯿﺮ ﺗﺎ ﺟﻤﻠﮫ ﺗﻮ ﺑﺎﺷﯽ
ﭼﻮ ﺑﺎ درﯾﺎ ﮔﺮﻓﺘﯽ آﺷﻨﺎﯾﯽ
ﺑﺪﯾﻦ درﯾﺎ ﮔﻠﯿﻤﺖ ﺷﺴﺘﮫ ﮔﺮدد
ز ﺑﮭﺮ آﺑﺮو ﯾﮏ روﯾﮫ ﮐﻦ ﮐﺎر
ﻧﺨﺴﺘﯿﻦ ﮔﻢ ﮐﻨﻨﺪ آﻧﮕﺎه ﺟﻮﯾﻨﺪ
ﺗﺮا ﺗﺎ در درون ﺻﺪ ﺧﺎر ﺧﺎرﺳﺖ
ﭘﺲ در زان ﭼﻮ ﺟﺎروﺑﯽ ﮐﮫ ﭘﯿﻮﺳﺖ
ﺗﺮا رﻧﮕﯽ ﻧﺪادﻧﺪ از ﺧﻢ ﻋﺸﻖ
ﺑﮫ ھُﺶ ﻧﮫ ﭘﺎ درﯾﻦ وادی ﺧﻮﻧﺨﻮار
درﯾﻦ ﻣﯿﺪان ھﻤﯽ ﺧﻮر زﺧﻢ ﭼﻮن ﺗﻮ
ﻧﯿﺎﺑﯽ از ﺧﻢ ﭼﻮﮔﺎن رھﺎﯾﯽ

ﯾﻘﯿﻦ ﮔﺮدد ﺗﺮا ﮐﻮ ﺗﻮ ،ﺗﻮ اوﯾﯽ
ﺑﺪﯾﻦ ره در ﻧﮕﻨﺠﯽ ﮔﺮﭼﮫ ﻣﻮﯾﯽ
روان ﺷﻮ ﺳﻮی درﯾﺎ ،زاﻧﮑﮫ ﺟﻮﯾﯽ
ﻣﺠﺮد ﺷﻮ ،ز ﺳﺮ ﺑﺮﮐﺶ دوﺗﻮﯾﯽ
اﮔﺮ ﯾﮑﺒﺎر دﺳﺖ از ﺧﻮد ﺑﺸﻮﯾﯽ
ﮐﮫ اﯾﻨﺠﺎ آﺑﺮو رﯾﺰد دوروﯾﯽ
ﭼﻮ ﺗﻮ ﭼﯿﺰی ﻧﮑﺮدی ﮔﻢ ﭼﮫ ﺟﻮﯾﯽ؟
ازﯾﻦ ﺑﺴﺘﺎن ﮔﻠﯽ ھﺮﮔﺰ ﻧﺒﻮﯾﯽ
ﻣﯿﺎن در ﺑﺴﺘﮫ ﺑﮭﺮ رﻓﺖ و روﯾﯽ
از آن در آرزوی رﻧﮓ و ﺑﻮﯾﯽ
ﮐﮫ ره ﭘﺮ ﺳﻨﮕﻼخ و ﺗﻮ ﺳﺒﻮﯾﯽ
ﻓﺘﺎده در ﺧﻢ ﭼﻮﮔﺎن ﭼﻮ ﮔﻮﯾﯽ
104
ﻋﺮاﻗﯽ ،ﺗﺎ ﺑﮫ ﺗﺮک ﺧﻮد ﻧﮕﻮﯾﯽ
In this path, if you lose yourself,
you will become certain that he is you and you are he.
As long as a tip of a strand of hair remains of you,
you won’t fit in this path even if you are just a strand of hair.
Abandon yourself so that you may be all you really are.
Flow in the direction of the sea, for you are a stream.
When you have become acquainted with the sea,
strip yourself and remove the idea of multiplicity of self.
Your garment will be washed in this sea,
if you have once and for all lost yourself.
For the sake of dignity, be honest,
for here duplicity is shameful.
First they lose, then they search,
?for when you have not lost something, what will you search for
As long as you are stuck inside by a hundred thorns
never will you smell a flower from this garden.

104. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 81-82. Nafisi has another poem with the same
opening and closing lines that Mohtasham does not include in her critical edition:
ﺑﺒﯿﻨﯽ ﮐﺎن ﭼﻪ ﻣﯽﺟﻮﯾﯽ ﺧﻮد اوﯾﯽ
درﯾﻦ ره ﮔﺮ ﺑﻪ ﺗﺮک ﺧﻮد ﺑﮕﻮﯾﯽ
ﺗﻮ درﯾﺎﯾﯽ و ﭘﻨﺪاری ﮐﻪ ﺟﻮﯾﯽ
ﺗﻮ ﺟﺎﻧﯽ و ﭼﻨﺎن داﻧﯽ ﮐﻪ :ﺟﺴﻤﯽ
ﺟﻬﺎن آﯾﯿﻨﻪٔ ﺗﻮﺳﺖ و ﺗﻮ اوﯾﯽ
ﺗﻮﯾﯽ در ﺟﻤﻠﻪ ﻋﺎﻟﻢ آﺷﮑﺎرا
ﭼﺮا ﭘﯿﻮﺳﺘﻪ در ﺑﻨﺪ ﺳﺒﻮﯾﯽ؟
ﻧﻤﯽداﻧﻢ ﭼﻮ ﺑﺤﺮ ﺑﯿﮑﺮاﻧﯽ
از آن در آرزوی رﻧﮓ و ﺑﻮﯾﯽ
ز ﺑﯽرﻧﮕﯽ ﺗﻮ را ﭼﻮن ﻧﯿﺴﺖ رﻧﮕﯽ
ﺑﻪ ﮔﺮد ﻫﺮ دو ﻋﺎﻟﻢ ﭼﻨﺪ ﭘﻮﯾﯽ؟
ﺑﻪ ﮔﺮد ﺧﻮد ﺑﺮآ ،ﯾﮏ ﺑﺎر ،آﺧﺮ
ﻋﺮاﻗﯽ ،ﮔﺮ ﺑﻪ ﺗﺮک ﺧﻮد ﺑﮕﻮﯾﯽ
ﻣﺮاد ﺧﻮد ﻫﻢ از ﺧﻮد ﺑﺎزﯾﺎﺑﯽ
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Behind the door your are like a broom
that always lies at the threshold of the door for sweeping.
You were not painted from the colors of love;
you only desire the external color and scent.
Set foot with care in this blood-devouring valley
for the path is rocky and you are a fragile jar.
Take the blows in this field
for you have fallen before the head of the polo stick like a ball.
You will not find liberation from the arc of the polo stick,
o ‘Erâqi, as long as you do not abandon yourself!
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‘Erâqi, Poem 16
ھﺰاران آه ﻣﺸﺘﺎﻗﺎن ز ھﺮ ﺳﻮ زار ﺑﺮﺧﯿﺰد
وﮔﺮ زﻟﻔﺶ ﺑﺮآﺷﻮﺑﺪ ز ﺟﺎن زﻧﮭﺎر ﺑﺮﺧﯿﺰد
ﭼﻮ ﻋﺸﻘﺶ روی ﺑِ ْﻨﻤﺎﯾﺪ ﺧﺮد ﻧﺎﭼﺎر ﺑﺮﺧﯿﺰد
ز ھﺮ ﮔﻮری دو ﺻﺪ ﺑﯽدل ز ﺑﻮی ﯾﺎر ﺑﺮﺧﯿﺰد
ﺑﺴﺎ ﻋﺎﺷﻖ ﮐﮫ از ﺳﻘﺴﯿﻦ و از ﺑﻠﻐﺎر ﺑﺮﺧﯿﺰد
ز ﮐﻮﻧﯿﻦ دﺳﺖ ﺑِ ْﻔﺸﺎﻧﺪ ﻗﻠﻨﺪروار ﺑﺮﺧﯿﺰد
ﭼﻮ اﻧﺪوھﺶ ﺷﻮد ﻏﻤﺨﻮر ز دل ﺗﯿﻤﺎر ﺑﺮﺧﯿﺰد
ﭼﻮ ﻋﯿّﺎران ﺑﮑﻦ ﮐﺎری ﮐﮫ ﮐﺎر از ﮐﺎر ﺑﺮﺧﯿﺰد
ﮐﺰﯾﻦ درﯾﺎی ﺑﯽﭘﺎﯾﺎن ﮔﮭﺮْ ﺑﺴﯿﺎر ﺑﺮﺧﯿﺰد
ﮐﮫ ﻋﺎﻟﻢ ﭘﯿﺶ ﻗﺪر ﺗﻮ ﭼﻮ ﺧﺪﻣﺘﮑﺎر ﺑﺮﺧﯿﺰد
ﮐﮫ ﺑﯽﻋﺸﻖ اﯾﻦ ﺣﺠﺎب ﺗﻮ ز ره دﺷﻮار ﺑﺮﺧﯿﺰد
105
دﯾﺪه ﺑﺨﺘﺖ ﻣﮕﺮ ﯾﮑﺒﺎر ﺑﺮﺧﯿﺰد
ٔ ز ﺧﻮاب اﯾﻦ

اﮔﺮ ﯾﮑﺒﺎر زﻟﻒ ﯾﺎر از رﺧﺴﺎر ﺑﺮﺧﯿﺰد
ْ
اﮔﺮ ﻏﻤﺰهاش ﮐﻤﯿﻦ ﺳﺎزد دل از ﺟﺎن دﺳﺖ ﺑِﻔﺸﺎﻧﺪ
ﭼﻮ روﯾﺶ ﭘﺮده ﺑِ ْﮕﺸﺎﯾﺪ ﮐﮫ و ﺻﺤﺮا ﺑﮫ رﻗﺺ آﯾﺪ
ﺻﺒﺎ ﮔﺮ از ﺳﺮ زﻟﻔﺶ ﺑﮫ ﮔﻮرﺳﺘﺎن ﺑﺮد ﺑﻮﯾﯽ
ﻧﺴﯿﻢ ﻟﻄﻔﺶ ار ﻧﺎﮔﮫ ﺑﮫ ﺗﺮﮐﺴﺘﺎن ﮔﺬر ﺳﺎزد
ﻧﻮای ﻣﻄﺮب ﻋﺸﻘﺶ اﮔﺮ در ﮔﻮش ﺟﺎن اﻓﺘﺪ
ﭼﻮ ﯾﺎد او ﺷﻮد ﻣﻮﻧﺲ ز ﺟﺎن اﻧﺪوه ﺑِ ْﻨﺸﯿﻨﺪ
 ز ﺟﺎن ﺑﺮﺧﯿﺰ و ﺳﺮ در ﺑﺎز،دﻻ ﺑﯽﻋﺸﻖ او َﻣ ْﻨﺸﯿﻦ
درﯾﻦ درﯾﺎ ﻓﮑﻦ ﺧﻮد را ﻣﮕﺮ ُدرّی ﺑﺪﺳﺖ آری
وﮔﺮ ﻣﻮﺟﯿﺖ ﺑِﺮُﺑﺎﯾﺪ ﭼﮫ دوﻟﺖ ﻣﺮ ﺗﺮا زﯾﻦ ﺑﮫ
 ﺑﺮﺧﯿﺰ در ﻓﺘﺮاک ﻋﺸﻖ آوﯾﺰ،ﺣﺠﺎب ره ﺗﻮﯾﯽ
 ھﺮ ﺳﺤﺮﮔﺎھﯽ ﺑﺮآر از ﺳﻮز دل آھﯽ،ﻋﺮاﻗﯽ

If just once the tress of the friend rises from his face,
thousands of grievous sighs will rise from those desiring him in all parts.
If his flirtatious glance lies in ambush, the heart will give up on the soul,
and if his locks are disturbed, the soul will cry out for a truce.
When the veil over his face is opened, the mountains and deserts begin to dance.
When his love shows its face, rational wisdom necessarily must take its leave.
If a gentle breeze carries a scent from his curls to the cemetary,
two hundred love-sick dead would arise from each grave for the scent of the friend.
If the breeze of his kindness suddenly blows towards Turkistan,
many a lover from Sagsin and Bulghar will rise up
If the tune of the musician of his love falls upon the ears of the soul,
the soul will rise up like a qalandar and abandon both worlds.
When the memory of him becomes an intimate friend, grief will leave the soul.
When his sorrow becomes an consoling friend, grief will leave the heart.
O heart! Do not be without love of him—forsake your soul and gamble away your head!
Be as the rogues and do something, for deeds arise from action.
Throw yourself in this ocean so perhaps you may snatch a pearl,
for from this endless ocean often come precious gems.
And if a wave takes you under, what fortune could be better for you than this?
for the world before your power will stand at attention like a servant.
You are the veil on the path; arise and sieze the saddlestraps of love!
105. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 87-88.
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for without love, this veil of yourself will be difficult to remove.
O ‘Erâqi, each morning brings sighs from the burning heart—
perhaps once the eye of your fortune will awake.
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‘Erâqi, Poem 17
ﻋﻨﻘﺎ ﭼﮕﻮﻧﮫ ﮔﻨﺠﺪ در ﮐﻨﺞ آﺷﯿﺎﻧﮫ
ﺑﺮھﺎن ﻣﺮا ز ﻣﻦ ﺑﺎز زان ﭼﺸﻢ ﺟﺎدواﻧﮫ
ﻣﺴﺘﯽ ﻧﯿﮏ و ﺑﺪ زﻣﺎﻧﮫ
ﺑﺮ ھﻢ زﻧﻢ ز
ْ
ﻣﺎ و ﺷﺮاب و ﺷﺎھﺪ ﮐﻨﺞ ﺷﺮاﺑﺨﺎﻧﮫ
ﭼﻮن ﭼﺸﻢ ﯾﺎرْ ﻣﺨﻤﻮر در ﻣﺴﺘﯽ ﺷﺒﺎﻧﮫ
او در ﮐﻨﺎر واﻧﮕﮫ ﻣﻦ رﻓﺘﮫ از ﻣﯿﺎﻧﮫ؟
 ھﺮ دم دﮔﺮ ﺗﺮاﻧﮫ،ﻣﻄﺮب ﺳﺮود ﮔﻔﺘﮫ
و آواز او ﺷﻨﯿﺪه از زﺧﻤﮫ ﭼﻐﺎﻧﮫ
 دﯾﮕﺮ ھﻤﮫ ﻓﺴﺎﻧﮫ،اﯾﻨﺴﺖ ﮐﺎﻣﺮاﻧﯽ
ﭘﯿﻤﺎﻧﮫ ھﻢ ﻟﺐ او ﺑﺎﻗﯽ ھﻤﮫ ﺑﮭﺎﻧﮫ
107
ﺟﻤﻠﮫ ﯾﮑﯿﺴﺖ و اﺣﻮل ﺑﯿﻨﺪ ﯾﮑﯽ دوﮔﺎﻧﮫ

در ﺻﻮﻣﻌﮫ ﻧﮕﻨﺠﺪ رﻧﺪ ﺷﺮاﺑﺨﺎﻧﮫ
ﺳﺎﻗﯽ ﺑﮫ ﯾﮏ ﮐﺮﺷﻤﮫ ﺑﺸﮑﻦ ھﺰار ﺗﻮﺑﮫ
ﺗﺎ وارھﻢ ز ھﺴﺘﯽ وز ﻧﻨﮓ ﺧﻮدﭘﺮﺳﺘﯽ
اﯾﻦ زھﺪ و ﭘﺎرﺳﺎﯾﯽ ﭼﻮن ﻧﯿﺴﺖ ﺟﺰ رﯾﺎﯾﯽ
ﭼﮫ ﺧﻮش ﺑﻮد ﺧﺮاﺑﯽ در ﮔﻮﺷﮫ ﺧﺮاﺑﺎت
آﯾﺎ ﺑﻮد ﮐﮫ ﺑﺨﺘﻢ ﺑﯿﻨﺪ ﺑﺨﻮاب ﻣﺴﺘﯽ
 ﺟﺎم دﯾﮕﺮ106 ھﺮ ﻟﺤﻈﮫ،ﺳﺎﻗﯽ ﺷﺮاب داده
در ﺟﺎم ﺑﺎده دﯾﺪه ﻋﮑﺲ ﺟﻤﺎل ﺳﺎﻗﯽ
اﯾﻦ اﺳﺖ زﻧﺪﮔﺎﻧﯽ ﺑﺎﻗﯽ ھﻤﮫ ﺣﮑﺎﯾﺖ
ﻣﯿﺨﺎﻧﮫ ﺣﺴﻦ ﺳﺎﻗﯽ ﻣﯽﺧﻮاره ﭼﺸﻢ ﻣﺴﺘﺶ
 ﺟﺎم ﺷﺮاب و ﺳﺎﻗﯽ،در دﯾﺪه ﻋﺮاﻗﯽ

The winehouse rascal cannot be contained in the Sufi lodge—
how could the corner of a little nest contain the phoenix?
O cupbearer! break a thousand vows of repentance with one of your amorous glances—
free me from myself again with those magic eyes.
So that I may be liberated from existence and the shame of egoism,
I will disturb both the good and bad of the age with my drunkenness.
Because this asceticism and piety is not but hypocrisy,
from now on it’s us, wine, and a shahed in the corner of a winehouse.
How great is the depravity in the corner of the winehouse
like the eyes of the friend, drunk with the nocturnal inebriation.
Is it that my fortune sees in a drunken dream
him next to me and then I am not even there—could this be true?!
The cupbearer gives wine, each moment from another goblet—
the minstrel sings a song, each moment another love song.
A reflection of the cupbearer’s beauty is seen the goblet of wine,
and his voice is heard in the bow’s notes.
This is real life—the rest is nothing but stories.
This is happiness—the rest is fables.
The winehouse is the beauty of the cupbearer, the wine-drinker his drunken eyes,
and the goblet too is his lips—all else is pretext.
In ‘Erâqi’s eyes, the goblet, wine, and cupbearer all are one—

106.Mohtasham has  ﻫﺮ ﻟﺤﻈﻪایhere, but this disturbs the meter, so I have gone with ﻫﺮ ﻟﺤﻈﻪ.
107.‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 246-47.
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only a cross-eyed person would see this oneness as multiplicity.
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‘Erâqi, Poem 18
ﺳﺎﻗﯽ ﺑﺪه ﻣﻐﯽ را درد ﻣﯽ ﻣﻐﺎﻧﮫ
ﺑﻨﻤﺎ ﻣﻘﺎﻣﺮی را راه ﻗﻤﺎرﺧﺎﻧﮫ
ﺗﺎ ﺟﺎن ﻧﮭﺪ ﭼﻮ ﺧﺮﻗﮫ ُﺷﮑﺮاﻧﮫ در ﻣﯿﺎﻧﮫ
 ﺑﮕﺬارد آﺷﯿﺎﻧﮫ،ﭘﺮواز ﮔﯿﺮد از ﺧﻮد
ﺑﺮ ھﻢ زﻧﺪ ز ﻣﺴﺘﯽ ﻧﯿﮏ و ﺑﺪ زﻣﺎﻧﮫ
 ﺑﺎ ھﻤﺪﻣﯽ ﯾﮕﺎﻧﮫ،ﺑﺎ ﻣﺤﺮﻣﯽ ﻣﻮاﻓﻖ
 در ﺳﺮ ﻣﯽ ﺷﺒﺎﻧﮫ،ﺑﺮ ﮐﻒ ﻣﯽ ﺻﺒﻮﺣﯽ
ﻣﻄﺮب ﺳﺮود ﮔﻔﺘﮫ ھﺮدم دﮔﺮ ﺗﺮاﻧﮫ
 دﯾﮕﺮ ھﻤﮫ ﻓﺴﺎﻧﮫ،ﻧَﻐﻤﮫ ﺧﺮوش ﻣﺴﺘﺎن
108
 ﺑﺎﻗﯽ ھﻤﮫ ﺑﮭﺎﻧﮫ،ﻣﯽﺧﺎﻧﮫ ﻋﺸﻖ ﺑﺎﻗﯽ

در ﺻﻮﻣﻌﮫ ﻧﮕﻨﺠﺪ رﻧﺪ ﺷﺮاﺑﺨﺎﻧﮫ
ره ده ﻗﻠﻨﺪری را در ﺑﺰم دردﻧﻮﺷﺎن
 ھﺮ ﺑﺖ ﮐﮫ ﻣﯽﭘﺮﺳﺘﺪ، ﭼﻮ ﺗﻮﺑﮫ،ﺗﺎ ﺑﺸﮑﻨﺪ
ﺑﯿﺮون ﺷﻮد ﭼﻮ ﻋﻨﻘﺎ از ﺧﺎﻧﮫ ﺳﻮی ﺻﺤﺮا
 وز ﺧﻮﯾﺸﺘﻦ ﭘﺮﺳﺘﯽ،ﻓﺎرغ ﺷﻮد ز ھﺴﺘﯽ
در ﺧﻠﻮﺗﯽ ﭼﻨﯿﻦ ﺧﻮش ﭼﮫ ﺧﻮش ﺑﻮد ﺻﺒﻮﺣﯽ
آورده روی در روی ﺑﺎ ﺷﺎھﺪ ﻧﮑﻮروی
ﺳﺎﻗﯽ ﺷﺮاب داده ھﺮ ﻟﺤﻈﮫ از دﮔﺮ ﺟﺎم
 ﺑﺎﻗﯽ ھﻤﮫ ﺣﮑﺎﯾﺖ،ﺑﺎده ﺣﺪﯾﺚ ﺟﺎﻧﺎن
 ﻧﻈﺎرﮔﯽ ﻋﺮاﻗﯽ،ﻧﻈﺎره روی ﺳﺎﻗﯽ

The libertine of the winehouse cannot be contained in the monastery—
Cupbearer! Give the wine dregs to a Magian priest!
Let a qalandar into the dregs-drinkers’ banquet!
Show a gambler the road to the gambling house
so he may break every idol that he worships,
so he may lay down his soul in thanks like his cloak,
so he may leave his house like the griffin and head towards the flowerly fields,
so he may fly from his own self, forsaking his nest,
so he may become free of existence and self-worship,
so he may disturb both the good and bad of the time with his drunkenness.
How great would be a morning draught in a secluded place like this
with an agreeable companion, an intimate friend,
brought face to face with a fair-faced shahed,
a morning draught in hand with the night’s wine still in the veins.
Each moment the cupbearer gives wine from another goblet.
Each breathe the singer sings another tune.
The wine is the speech of the beloved—the rest are all stories.
The tune is the cry of the inebriated—the others are only tales.
The sight is the face of the cupbearer, the spectator is ‘Erâqi.
The winehouse is eternal love—the rest is pretext.

108. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 100-01.
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‘Erâqi, Poem 19
وﺻﺎل ﺗﻮ ھﻮس ﻋﺎﺷﻘﺎن ﺷﯿﺪاﯾﯽ
دﯾﺪه ﺗﻤﺎﺷﺎﯾﯽ
ٔ ﺑﮫ ﮔﺎه ﺟﻠﻮه ﻣﮕﺮ
ﺑﮫ ﻏﯿﺮ ﺧﻮد ﻧﮫ ھﻤﺎﻧﺎ ﮐﮫ رویْ ﺑِ ْﻨﻤﺎﯾﯽ
ﻧﮭﺎﻧﯽ از ھﻤﮫ ﻋﺎﻟﻢ ز ﺑﺲ ﮐﮫ ﭘﯿﺪاﯾﯽ
ازﯾﻦ ﺑﺘﺎن ھﻤﮫ در ﭼﺸﻢ ﻣﻦ ﺗﻮ ﻣﯽآﯾﯽ
از آن ﺳﺒﺐ ﮐﮫ ﺗﻮﯾﯽ در دو دﯾﺪه ﺑﯿﻨﺎﯾﯽ
ﺟﻤﺎل ﺧﻮد ﺑﮫ ﻟﺒﺎس دﮔﺮ ﺑﯿﺎراﯾﯽ
ﮐﮫ ھﺮ ﻧﻔﺲ ﺑﮫ دﮔﺮ ﻣﻨﺰل و دﮔﺮ ﺟﺎﯾﯽ
110
 دﻟﺶ ھﻮﯾﺪاﯾﯽ109ﻣﻘﯿﻢ درون
ِ ﺗﻮ ﺧﻮد

زھﯽ ﺟﻤﺎل ﺗﻮ رﺷﮏ ﺑﺘﺎن ﯾﻐﻤﺎﯾﯽ
ﻋﺮوس ﺣﺴﻦ ﺗﻮ را ھﯿﭻ در ﻧﻤﯽﯾﺎﺑﺪ
ﺑﺪﯾﻦ ﺻﻔﺖ ﮐﮫ ﺗﻮﯾﯽ ﺑﺮ ﺟﻤﺎل ﺧﻮد ﻋﺎﺷﻖ
ﺣﺠﺎب روی ﺗﻮ ھﻢ روی ﺗﻮﺳﺖ در ھﻤﮫ ﺣﺎل
ﺑﮫ ھﺮ ﮐﮫ ﻣﯽﻧﮕﺮم ﺻﻮرت ﺗﻮ ﻣﯽﺑﯿﻨﻢ
ھﻤﮫ ﺟﮭﺎن ﺑﮫ ﺗﻮ ﻣﯽﺑﯿﻨﻢ و ﻋﺠﺐ ﻧﺒﻮد
 ھﺮ دم،ز رﺷﮏ ﺗﺎ ﻧﺸﻨﺎﺳﺪ ﺗﺮا ﮐﺴﯽ
 ﺑﮫ ﺗﻮ ﮐﮫ رﺳﺪ؟،ﺗﺮا ﭼﮕﻮﻧﮫ ﺗﻮان ﯾﺎﻓﺘﻦ
ﻋﺮاﻗﯽ از ﭘﯽ ﺗﻮ درﺑﺪر ھﻤﯽ ﮔﺮدد

O how great your beauty! It is the envy of the Yaghma’i idols!
Union with you is the desire of the mad lovers!
No one perceives the bride of your beauty in the bridal chamber
unless (they have) the eye of a beholder.
The way you are, you are a lover of your own beauty—
indeed, you will not show your face to any other.
In all states, the veil of your face verily is your face;
you are hidden from the world because you are manifest.
Whoever I look at, I see only your face:
it is your face that appears to me in these idols.
I see the whole world through/in you, and thus it is not surprising
that you are the sight in both eyes.
Out of jealously, each moment you adorn your beauty with different clothes
so that none may know you.
How can one find you? How can one reach you?
For each moment you are in another waystation, another place.
‘Erâqi wanders continuously as a vagrant in seach of you
(but) you, yourself dwell clearly in his heart.

109.Nafisi reads  درونas ﻣﯿﺎن.
110. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 240.
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‘Erâqi, Poem 20
رﻧﺪ و ﻗﻼش و ﻣﯽﭘﺮﺳﺖ اﻓﺘﺎد
ھﺮ ﮐﮫ را ﺟﺮﻋﮫای ﺑﺪﺳﺖ اﻓﺘﺎد
ﻧﺎﭼﺸﯿﺪه ﺷﺮابْ ﻣﺴﺖ اﻓﺘﺎد
ﻣﺎھﯽآﺳﺎ ﻣﯿﺎن ﺷﺴﺖ اﻓﺘﺎد
ﻗﻠﺐ ﻋ ّﺸﺎق را ﺷﮑﺴﺖ اﻓﺘﺎد
زود ﺑﺎ دوﺳﺘﺶ ﻧﺸﺴﺖ اﻓﺘﺎد
ھ ّﻤﺖ او ﻋﻈﯿﻢ ﭘﺴﺖ اﻓﺘﺎد
ﺑﺎده اﻟﺴﺖ اﻓﺘﺎد
ٔ در ﺳﺮش
در ره ﻋﺸﻖ ﭘﺎی ﺑﺴﺖ اﻓﺘﺎد
111
ﻧﯿﺴﺘﯽ ﺑﮭﺮهات ز ھﺴﺖ اﻓﺘﺎد
Whoever had a goblet fall into his hands
fell to the level of the libertines, rascals, and wine-worshippers.
Whoever had a drink fall into his hands
lost his heart, religion, and wisdom.
Whoever saw the intoxicating eyes of the beloved
fell drunk although he did not taste any wine,
and when the heart became caught in his locks,
it fell, trapped like a fish in a net.
The army of love again rushed out to attack,
and the hearts of the lovers were defeated.
The lover that let go of the world
quickly was brought near to his beloved.
Whoever did not devalue the world,
his spiritual fortitude fell terribly low.
Whoever has the wine of “am I not” in his head
does not have patience for existence,
and whoever has not gotten rid of his self,
his feet were barred from the path of love.
Beware, ‘Erâqi! Cut yourself from existence—
Your share of existence happens to be non-existence.

111. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 77-78.
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ھﺮ ﮐﺮا ﺟﺎم ﻣﯽ ﺑﺪﺳﺖ اﻓﺘﺎد
دل و دﯾﻦ و ﺧﺮد زدﺳﺖ ﺑﺪاد
ﭼﺸﻢ ﻣﯿﮕﻮن ﯾﺎر ھﺮ ﮐﮫ ﺑﺪﯾﺪ
واﻧﮏ دل ﺑﺴﺖ در ﺳﺮ زﻟﻔﺶ
ﻟﺸﮑﺮ ﻋﺸﻖ ﺑﺎز ﺑﯿﺮون ﺗﺎﺧﺖ
ﻋﺎﺷﻘﯽ ﮐﺰ ﺳﺮ ﺟﮭﺎن ﺑﺮﺧﺎﺳﺖ
ھﺮ ﮐﮫ ﭘﺎ ﺑﺮ ﺳﺮ ﺟﮭﺎن ﻧﻨﮭﺎد
ﺳﺮ ﺟﺎن و ﺟﮭﺎن ﻧﺪارد آﻧﮏ
واﻧﮑﮫ از دﺳﺖ ﺧﻮد ﺧﻼص ﻧﯿﺎﻓﺖ
 ﺑﺒُﺮ ز ھﺴﺘﯽ ﺧﻮﯾﺶ،ھﺎن ﻋﺮاﻗﯽ

‘Erâqi, Poem 21
ﮐﮫ در رﻧﺪی ﻣﻐﺎن را ﭘﯿﺸﻮاﯾﻢ
ﺣﺮﯾﻒ ﭘﺎﮐﺒﺎز ﮐﻢ دﻏﺎﯾﻢ
ﻧﮫ ﻣﺮد زرق و ﺳﺎﻟﻮس و رﯾﺎﯾﻢ
ھﻤﮫ زﻧّﺎر ﺷﺪ ﺑﻨﺪ ﻗﺒﺎﯾﻢ
ﮐﮫ ھﺮدم ﺳﻮی ﻣﯿﺨﺎﻧﮫ ﮔﺮاﯾﻢ؟
ﮐﮫ ﯾﮑﺪم ﺑﺎ ﺣﺮﯾﻔﺎن ﺧﻮش ﺑﺮآﯾﻢ
درﯾﻦ وﺣﺸﺖﺳﺮا ﺗﺎ ﭼﻨﺪ ﭘﺎﯾﻢ؟
ازآن دم ﮐﺎﻧﺪرﯾﻦ ﻣﺤﻨﺖ ﺳﺮاﯾﻢ
 ﮐﮫ رﻧﺪ ﻧﺎﺳﺰاﯾﻢ،ﺑﮫ ﺻﺪ ﺧﻮاری
درون ﺑﺘﮑﺪه ﮐﺮدﻧﺪ ﺟﺎﯾﻢ
 دﺳﺖ و ﭘﺎﯾﻢ، ای درﯾﻐﺎ،ﺑﺮﯾﺪﻧﺪ
ﻧﮫ ره ﭘﯿﺪا ﮐﻨﻮن ﻧﮫ رھﻨﻤﺎﯾﻢ
ﻓﺘﺎده ﺑﺮ در ﻟﻄﻒ ﺧﺪاﯾﻢ
ﮐﮫ ﭘﯿﻮﺳﺘﮫ ز ﯾﺎر ﺧﻮد ﺟﺪاﯾﻢ
113
ﻋﺮاﻗﯽ ﮔﺮ ﮐﻨﺪ از ﺧﻮد رھﺎﯾﻢ

ّ ﻣﻦ آن
ﻗﻼش و رﻧﺪ ﺑﯽﻧﻮاﯾﻢ
ﮔﺪای دردﻧﻮش ﻣﯽ ﭘﺮﺳﺘﻢ
ز ﺑﻨﺪ زھﺪ و ﻗﺮّاﯾﯽ ﺑﺮﺳﺘﻢ
 و طﯿﻠﺴﺎن ﯾﮏ ﺳﻮ ﻧﮭﺎدم112ردا
ﻣﮕﺮ ﺧﺎﮐﻢ ز ﻣﯿﺨﺎﻧﮫ ﺳﺮﺷﺘﻨﺪ
ﮐﺠﺎﯾﯽ ﺳﺎﻗﯿﺎ ﺟﺎﻣﯽ ﺑﮫ ﻣﻦ ده
 ﮐﺰ ﺧﻮد ﺑﮫ ﺟﺎﻧﻢ،ﻣﺮا ﺑِﺮْ ھﺎن زﺧﻮد
زﻣﺎﻧﯽ ﺷﺎدﻣﺎن و ﺧﻮش ﻧﺒﻮدم
ْ
ﻣﺮا از درﮔﮫ ﭘﺎﮐﺎن ﺑِﺮاﻧﺪﻧﺪ
ﺑﺮون ﮐﺮدﻧﺪ از ﮐﻌﺒﮫ ﺑﮫ ﺧﻮاری
درﯾﻦ ره ﺧﻮاﺳﺘﻢ زد دﺳﺖ و ﭘﺎﯾﯽ
ﺑﻤﺎﻧﺪم در ﺑﯿﺎﺑﺎن ﺗﺤﯿّﺮ
اﻣﯿﺪ از ھﺮ ﮐﮫ ھﺴﺖ اﮐﻨﻮن ﺑﺮﯾﺪم
از آﻧﺴﺖ اﯾﻦ ھﻤﮫ ﺑﯿﺪاد ﺑﺮ ﻣﻦ
 ھﻢ،ز ﺑﯿﺪاد زﻣﺎﻧﮫ وارھﻢ

I am that poor rogue and libertine
who is a leader in debauchery among the Zoroastrian priests!
I am that dregs-drinking, wine-worshipping beggar.
I am that “all-in” gambling companion who is a little tricky.
I have broken free from the binds of asceticism and Qur’an recitation:
I am not a man of hypocrisy and self-righteous grandstanding.
I put my honorary cloaks and mantles to the side;
now the (non-Islamic) cincture is the tie of all my caftans.
Unless my clay was kneaded in the winehouse,
why I am constantly inclided towards the winehouse?
Where are you, O cupbearer?! Give me a wine goblet
so that I may join the merriment with the companions.
Free me from myself, from myself, my soul:
How long will I remain in this lonely wilderness?
I have not had a period of happiness and joy
since that moment that I have been in this abode of suffering.
They expelled me from the court of pious ones with a hundred aspersions
that I am an indecent libertine.

112.I have opted for Nafisi’s reading of  رداhere, instead of Mohtasham’s reading of ردای.
113. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 107-08.
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They threw me out of Ka’ba with contempt;
they gave me a place in the idol-house.
I wanted to go on foot on this route,
but oh alas! My hands and feet were cut off!
I remained in the wilderness of astonishment—
Now I have not found the way or a guide.
I have cut off my hope now in all things existing;
I have fallen at the door of God’s kindness.
The reason why so much injustice has befallen me
is that I am continually separated from my friend.
I will be free of the injustice of time
if ‘Erâqi frees me from himself.
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‘Erâqi, Poem 22
ﺑﺰﯾﺮ ھﺮ ﺧﻢ زﻟﻔﺶ ھﺰار ﻧﯿﺮﻧﮕﺴﺖ
ازﯾﻦ ﺳﺒﺐ دل ﻋ ّﺸﺎق در ﺟﮭﺎن ﺗﻨﮕﺴﺖ
ﺑﮫ ﺟﺎی دل ﺳﺮ زﻟﻒ ﻧﮕﺎر در ﭼﻨﮕﺴﺖ
ﻏﻢ ﻧﻨﮕﺴﺖ
ِ ﺳﺮ ﻧﺎﻣﺴﺖ ﯾﺎ
ٍ ﻣﺮا ﮐﺠﺎ
ﻣﺮا ھﻮای ﺧﺮاﺑﺎت و ﻧﺎﻟ ٔﮫ ﭼﻨﮕﺴﺖ
ْ
زﻣﺎن دﮔﺮ رﻧﮕﺴﺖ
ز ﻋﮑﺲ ﭼﮭﺮه ﺗﻮ ھﺮ
114
 ﺑﮭﺘﺮ از ﺟﻨﮕﺴﺖ، ﺑﮫ ھﻤﮫ ﺣﺎل،ﮐﮫ آﺷﺘﯽ

رخ ﻧﮕﺎر ﻣﺮا ھﺮ زﻣﺎن دﮔﺮ رﻧﮓ اﺳﺖ
ِ
ﮐﺮﺷﻤﮫای ﺑﮑﻨﺪ ﺻﺪھﺰار دل ﺑﺒﺮد
 ﮔﻮ ﺑﺮو ﭼﻮ ﻣﺮا،اﮔﺮ ﺑﺮﻓﺖ دل از دﺳﺖ
ﺑﺪﯾﻦ ﺻﻔﺖ ﮐﮫ ﻣﻨﻢ از ﺷﺮاب ﻋﺸﻖ ﺧﺮاب
از آن زﻣﺎن ﮐﮫ ﺧﺮاﺑﺎﺗﯿﺌﯽ دﻟﻢ ﺑﺮﺑﻮد
ﺑﯿﺎر ﺳﺎﻗﯽ از آن ﻣﯽ ﮐﮫ ﺳﺎﻏَﺮ او را
ﺑﺮﯾﺰ ﺧﻮن ﻋﺮاﻗﯽ و آﺷﺘﯽ وا ﮐﻦ

The face of my beloved idol each moment is a another color,
under the ring of each lock a thousand deceits.
S/he casts but one amorous glance and steals a hundred thousand hearts;
for this reason the hearts of the world’s lovers are vexed.
If one loses his heart, say “Go!”
Because instead of my heart, I have the tips of my icon’s tresses in my clutch.
Like this I am wasted from the wine of love—
How could I be concerned about my name and honor?
Since that time when haunter of the dilapidated winehouse stole my heart,
I have desired the dilapidated winehouse and the cry of the harp.
Cupbearer! Bring that wine, each cup of which
each moment is another color due to the reflection of your visage.
Spill ‘Erâqi’s blood and inagurate peace!
For peace, in any state, is better than war.

114. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 236-37.
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‘Erâqi, Poem 23
ﮐﺎﻧﺪر ھﻤﮫ ﺷﮭﺮ ﺷﻮر و ﻏﻮﻏﺎﺳﺖ
ﮐﺰ ھﺮ طﺮﻓﯽ ﺧﺮوش ﺑﺮﺧﺎﺳﺖ
ﮐﺰ ﺟﺮﻋﮫاش ھﺮ ﮐﮫ ھﺴﺖ ﺷﯿﺪاﺳﺖ
ﺳﺮ ﻣﺎﺳﺖ
ِ وان ﺑﺎده ھﻨﻮز در
وان ﺷﯿﻔﺘﮕﯽ ھﻨﻮز ﺑﺮﺟﺎﺳﺖ
در ﺗﻤﺎﺷﺎﺳﺖ
ﮐﺎن
ِ
ِ روی ﺗﻮ از
در ﺟﺎم ﺟﮭﺎنﻧِﻤﺎی ﭘﯿﺪاﺳﺖ
رﻧﮓِ ُرﺧَﺶ آﺧﺮ از ﭼﮫ زﯾﺒﺎﺳﺖ؟
ﺧﻮش ﻧﺮﮔﺲ از ﭼﮫ رﻋﻨﺎﺳﺖ؟
ﭼﺸﻢ
ِ
ِ
ﺳﻮی ﺻﺤﺮاﺳﺖ
ﻣﺎ را ھﻤﮫ َﻣﯿﻞ
ِ
از ﺟﺎ ْم َﻏ َﺮضْ ﻣ َﯽ ﻣﺼﻔّﺎﺳﺖ
115
از ﮔﻠﺸﻦ و ﻻﻟﮫ ھﺮ ﮐﮫ ﺑﯿﻨﺎﺳﺖ

از ﻣﯿﮑﺪه ﺗﺎ ﭼﮫ ﺷﻮر ﺑﺮﺧﺎﺳﺖ؟
ﭼﺸﻢ ﺑﺘﻢ ﭼﮫ ﻓﺘﻨﮫ اﻧﮕﯿﺨﺖ؟
ﺗﺎ
ِ
ﺟﺎم ﻟﺒﺶ ﮐﺪام َﻣﯽ داد؟
ِ ﺗﺎ
ﺖ ﻋﺸﻘﻢ
ِ ﺳﺎﻗﯽ ﻧﻈﺮی ﮐﮫ ﻣﺴ
وان ﻧﻌﺮه و ﺷﻮر ھﻤﭽﻨﺎن ھﺴﺖ
ﺑﺎری ﺑﮫ ﻧﻈﺎرهای ﺑﺮون آی
ﻋﮑﺲ روﯾﺖ
ﭘﻨﮭﺎن ﭼﮫ ﺷﻮی؟ ﮐﮫ
ِ
رخ ﺗﻮ رﻧﮓ ﻧﺎ َورْ د
ِ ﮔﻞ ﮔﺮ ز
ﺟﻤﺎل ﺗﻮ ﻧﻈﺮ ﮐﺮد
ور ﻧﮫ ﺑﮫ
ِ
ﺑﻮی زﻟﻔﺖ
ِ ﺗﺎ ﯾﺎﻓﺖ ﺑِﻨَﻔﺸ ْﮫ
ﺑﺎغ ﻻﻟﮫ و ﮔﻞ؟
ِ ﻣﺎ را ﭼﮫ ز
ﺟﺰ ﺣﺴﻦ و ﺟﻤﺎل ﺗﻮ ﻧﺒﯿﻨﺪ

What uproar has arisen from the winehouse
that throughout the whole city there is now clamor and tumult?!
What rebellion have my idol’s eyes incited now
that there are cries coming from all directions?!
Which wine did the goblet of my idol’s lips serve
that from a mere draught of it all that exist are enamored!?
O Winebearer! Another glance please, for I am drunk with love [for you]
and the wine is still in my veins [lit. head].
Those cries and tumult continue unabated
and that lovesickness [lit. love-madness] has firmly set in.
Just once come out for a glance!
for that face of yours is worthy of viewing!
Why have you hid? For the image of your visage
is manifest in the world-displaying goblet.
If flowers did not take their color from your countenance,
what made the colors of their faces so beautiful?
And if the cheery eyes of the narcissus did not gaze upon your beauty,
what made them so lovely and haughty?
Since the violet found the scent of your tresses,
We desire only the flowerly fields.
What is there for us in the garden of flowers and tulips?
115. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 76-77.
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From the goblet our aim is only pure wine.
Whoever has true sight, sees not except your beauty
in the flower gardens and tulip (fields).
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‘Erâqi, Poem 24
ْﻄﺮب
ﺗﺮ روان ﮐﻮ؟
ِ
ِ ﻏﺰل
ِ ُﻣ
ﺟﺎن ﻧﺎﺗﻮان ﮐﻮ؟
ِ و آن راﺣ
ِ ﺖ
دای ﺟﺎن ﮐﻮ؟
َ آن
ِ ﺻﯿﻘِ ِﻞ ﻏﻢ ُز
ﻣﯿﻢ
ﻣﯽ ﻣﻐﺎن ﮐﻮ؟
ﻣﺨﻤﻮر
ِ
ِ
ای زاھ ِﺪ ﺧﺸﮏ ﺟﺎنﻓﺸﺎن ﮐﻮ؟
ﺗﺮک ﺑﺪ و ﻧﯿﮏ و ﺳﻮزﯾﺎن ﮐﻮ؟
ِ
ﺟﺎن و دل و دﯾﺪه در ﻣﯿﺎن ﮐﻮ؟
116
زﻧّﺎر ﺑﮫ ﺟﺎی طَﯿﻠَﺴﺎن ﮐﻮ؟

ﻣﯽ ﻣﻐﺎن ﮐﻮ؟
ْ
ِ َﺣﯽ
ِ ﺳﺎﻗﯽ ﻗَﺪ
ﻣﻮﻧﺲ دل ﮐﺠﺎﺳﺖ آﺧﺮ؟
آن
ِ
آﯾﯿﻨ ٔﮫ ﺳﯿﻨﮫ زﻧﮓِ ﻏﻢ ﺧﻮرد
از زھﺪ و ﺻﻼح ﺗﻮﺑﮫ ﮐﺮدم
ب طﺮب ھﻤﮫ ُﻣﮭَﯿّﺎﺳﺖ
ِ اﺳﺒﺎ
ﮔﺮ زھ ِﺪ ﺗﻮ ﻧﯿﺴﺖ ﺟﻤﻠﮫ ﺗﺰوﯾﺮ
ور از دو ﺟﮭﺎن ﮐﺮان ﮔﺮﻓﺘﯽ
ور ﺑﯽ ﺧﺒﺮی ز دﯾﻦ ﻋﺮاﻗﯽ

Cupbearer, where is the goblet of Magian wine?
Minstrel, where is the fresh and flowing ghazals?
Where is that intimate friend of the heart,
and where is the comfort for the weak soul?
The mirror of the breast is tarnished with sorrow;
where is that polish that brightens the melancholic soul?
I have repented from asceticism and virtue—I am drunk from wine,
where is that Magian wine?
The instruments of mirth are all prepared.
O dry ascetic, where are those ready to sacrifice themselves?
If your asceticism is not completely deception—
why haven’t you abandoned all good and bad, all profit and loss?
And if you have abandoned both worlds,
with what are your soul, heart, and eyes involved?
If you are unaware of religion, ‘Erâqi,
where is the (non-Islamic) cincture (that you should wear) instead of the mantle of honor?

116. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 98-99.
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‘Erâqi, Poem 25
ﮐﮫ ﻓﺎرغ آﻣﺪم از ﻧﻨﮓ و ﻧﺎم ﺑﺎده ﺑﯿﺎر
 ﺑﺎده ﺑﯿﺎر،ﮐﮫ آﻓﺘﺎب ﺑﺮآﯾﺪ ز ﺟﺎم
اﮔﺮﭼﮫ ﺻﺒﺢ ﺧﻮش آﯾﺪ ُﻣﺪام ﺑﺎده ﺑﯿﺎر
 ﺑﺎده ﺑﯿﺎر،ﻓﺘﺎد از ﭘﯽ داﻧﮫ ﺑﮫ دام
 ﺑﺎده ﺑﯿﺎر،ﻣﮕﺮ زﺑﻮن ﺷﻮد اﯾﻦ ﺑﺪﻟﮕﺎم
ﺑﺮای ﭘﺨﺘﻦ ﺳﻮدای ﺧﺎم ﺑﺎده ﺑﯿﺎر
 ﺑﺎده ﺑﯿﺎر،ﺧﻮن ﺻﺮاﺣﯽ ﺣﺮام
ﻣﺪار
ِ
 ﺑﺎده ﺑﯿﺎر، ﺑِﺴْﺘﺎن ﺗﻤﺎم،ھﻤﯽ دھﻢ ﺑﮫ ﺗﻮ
117
 ﺑﺎده ﺑﯿﺎر، ای ﻏﻼم،روی ﺗﻮام
ﻏﻼم
ِ
ِ

 ﺑﺎده ﺑﯿﺎر، ای ﻏﻼم،روی ﺗﻮام
ﻏﻼم
ِ
ِ
 ﺻﺒﻮح ﻓﻮت ﻣﮑﻦ،اﮔﺮﭼﮫ روز ﻓﺮو ﺷﺪ
 ﺑﯿﺎ ﺗﺎ ﻗﻀﺎی ﺻﺒﺢ ﮐﻨﯿﻢ،ﺑﮫ وﻗﺖ ﺷﺎم
ﮐﺠﺎﺳﺖ داﻧ ٔﮫ ﻣﺮﻏﺎن ﮐﮫ طﻮطﯽ روﺣﻢ
 ﺳﺎﻗﯽ،ﺗﻮﺳﻦ ﺟﮭﺎن
زﺑﻮن ﮔﺮﻓﺖ ﻣﺮا
ِ
ﺧﺎم ﻣﺮا
ِ ﻧﻤﯽﭘﺰد
ِ ﺗﻒ ﻏﻢ آرزوی
درﯾﻦ ﻣﻘﺎم ﮐﮫ ﺧﻮﻧﻢ ﺣﻼل ﻣﯽداری
ﻣﻨﻢ ﮐﻨﻮن و ﯾﮑﯽ ﻧﯿﻢ ﺟﺎن رﺳﯿﺪه ﺑﮫ ﻟﺐ
ﺖ ﻋﺮاﻗﯽ ﺧﻼص ده ﻧَﻔَﺴﯽ
ِ ﻣﺮا ز دﺳ

I am a slave of your beautiful face! O young slave, bring the wine!
for I have freed myself of concern for good name and shame!
Although the sun has set, don’t let the drinking die!
for the sun rises from the goblet—so bring the wine!
Come at dinner time so that we can make up for the missed morning draught!
Although wine is pleasing in the morning—please bring the wine!
Where the birds’ seed? For the parrot of my spirit has fallen
in a trap looking for seeds on the path—oh, please bring wine!
The wild stallion of the world has deemed me weak—
so that this intractable horse may be tamed, bring the wine!
The warmth of melancholy does not cook my raw desires—
for cooking love that is yet raw, bring the wine!
At this station in which you consider my blood lawful for you,
don’t regard the blood the flask (wine) to be unlawful—bring the wine!
Now I have reached near the end, I am almost dead:
I am giving all to you—take it all [and] bring the wine!
Deliver me from ‘Erâqi for a moment at least!
I am a slave to your face! O young slave, bring the wine!

117. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 101-02.
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‘Erâqi, Poem 26
از َﮐ َﺮم اﻓﺘﺎدهای را دﺳﺖ ﮔﯿﺮ
ﺗﺎ ﺷﻮد در ِد دﻟﻢ درﻣﺎن ﭘﺬﯾﺮ
ﮐﺎﻟﺒﺪ را َﮐﯽ ﺑُ َﻮد از ﺟﺎن ﮔﺰﯾﺮ؟
داد ﺑﯿﺶ از ﻣﺎدرم ﺻﺪ ﮔﻮﻧﮫ ﺷﯿﺮ
از دل و ﺟﺎﻧﻢ ﺑﺮآﯾﺪ ﺻﺪ ﻧﻔﯿﺮ
در ﮐﻒ ھﺠﺮت ﮐﻨﻮن ﻣﺎﻧﺪﺳﺖ اﺳﯿﺮ
120
ﮐﺸﺘﮫای را ﺑﺎر دﯾﮕﺮ ﮐﺸﺘﮫ ﮔﯿﺮ

ﺑﺮ درت اﻓﺘﺎدهام ﺧﻮار و ﺣﻘﯿﺮ
 ﻧﮕﺮ118 ﺑﺮ ﻣﻦ ﻣﺴﮑﯿﻦ،دردﻣﻨﺪم
از ﺗﻮ ﻧﮕﺮﯾﺰد دل ﻣﻦ ﯾﮑﺰﻣﺎن
داﯾ ٔﮫ ﻟﻄﻔﺖ ﻣﺮا در ﺑﺮ ﮔﺮﻓﺖ
ﭼﻮن ﻧﯿﺎﺑﻢ ﺑﻮی ﻣﮭﺮت ﯾﮏ ﻧﻔﺲ
، ﮐﮫ ﺑﺎ وﺻﻠﺖ ﭼﻨﺎن ﺧﻮ ﮐﺮده ﺑﻮد،دل
 ﻣﯽﮐﻨﺪ119ﺑﺎز ھﺠﺮت ﻗﺼ ِﺪ ﺧﻮﻧﻢ

I have fallen at your door humble and abject.
Out of generosity and kindness, extend your hand to this fallen one.
I am afflicted—just look at poor me
so that the pain of my heart may be curable.
My heart will not flee from you for even a moment
For when can a body be without a soul?
The wet nurse of your munificence embraced me.
It provided me a hundred more kinds of milk than my own mother.
When I do not find the fragrance of your affection in a breath,
a hundred wretched cries rise from my heart and soul.
The heart that had become accustomed to union
now remains as a captive in separation from you.
Now again separation from you intends to kill me—
the slain one is slain again!

118.Mohtasham has  ﻣﯿﮕﯿﻦhere, but I am reading this as a misprint for  ﻣﺴﮑﯿﻦbecause Nafisi has ﻣﺴﮑﯿﻦ.
119.Nafisi has  ﺟﺎﻧﻢinstead of here ﺧﻮﻧﻢ.
120. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 214-15.

337

‘Erâqi, Poem 27
ﺟﺎن ﻋﺎﺷﻘﺎن ﺑﺮﺧﺎﺳﺖ
ِ ﻧﺎﻟﮫ از
ھﺎی و ھﻮﯾﯽ ازﯾﻦ و آن ﺑﺮﺧﺎﺳﺖ
 روان ﺑﺮﺧﺎﺳﺖ،ﭘﯿﺶ او ﺻﺪ روان
ِ
ﺷﻮر و ﻏﻮﻏﺎ ز ﺟﺮﻋﮫدان ﺑﺮﺧﺎﺳﺖ
121
ﮔﻔﺖ و ﮔﻮﯾﯽ از آن ﻣﯿﺎن ﺑﺮﺧﺎﺳﺖ
ﻧﻌﺮه زد واز ﺳﺮ ﺟﮭﺎن ﺑﺮﺧﺎﺳﺖ
ب ﺳﺮ ﮔﺮان ﺑﺮﺧﺎﺳﺖ
ِ َﺳﺒُﮏ از ﺧﻮا
ﭘﯿﺶ ﺟﺴﻢ و ﺟﺎن ﺑﺮﺧﺎﺳﺖ
ﻋﺎﻟﻢ از
ِ
ﺑﻨﮕﺮم ﮐﺰ ﭼﮫ آن ﻓﻐﺎن ﺑﺮﺧﺎﺳﺖ
122
ﺑﻨﺪ ﺑﺮ ﭘﺎی ﮐﯽ ﺗﻮان ﺑﺮﺧﺎﺳﺖ؟
Suddenly a cry arose from the winehouse!
A wail erupted from the soul of the lovers!
Commotion and disorder fell upon the earth!
Tumult arose from every direction!
A goblet had spilled out from the winehouse;
in front of it hundreds more souls arose.
A draught was poured on rich earth;
disorder and tumult arose from the [draught’s] vessel.
The draught began to talk with the earth.
From there an initimate exchange began.
A lover heard the eloquent words of the draught.
He cried out and abandoned the world.
When my fortune heard that cry,
it awoke quickly from a heavy sleep.
The eye of my heart awoke when
the world moved from before my body and soul.
I wanted to arise from sleep
to see from where this wailing had come,
[but] on my feet, ‘Erâqi, were chains.
Who can rise up with chains on his feet?

121.I am following Nafisi’s line arrangement here instead of Mohtasham’s.
122. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 73-74.
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ﻧﺎﮔﮫ از ﻣﯿﮑﺪه ﻓَﻐﺎن ﺑﺮﺧﺎﺳﺖ
ﺷﺮ و ﺷﻮری ﻓﺘﺎد در ﻋﺎﻟﻢ
ﺟﺎﻣﯽ از ﻣﯿﮑﺪه روان ﮐﺮدﻧﺪ
ﺟﺮﻋﮫای رﯾﺨﺘﻨﺪ ﺑﺮ ﺳﺮ ﺧﺎک
ﺟﺮﻋﮫ ﺑﺎ ﺧﺎک در ﺣﺪﯾﺚ آﻣﺪ
ﺳﺨﻦ ﺟﺮﻋﮫ ﻋﺎﺷﻘﯽ ﺑِ َﺸﻨﯿﺪ
ِ
ﺑﺨﺖ ﻣﻦ ﭼﻮن ﺷﻨﯿﺪ آن ﻧﻌﺮه
ﭼﺸﻢ دل ﭼﻮ ﻣﺮا
ﮔﺸﺖ ﺑﯿﺪار
ِ
ﺧﻮاﺳﺘﻢ ﺗﺎ ز ﺧﻮاب ﺑﺮﺧﯿﺰم
ﺑﻮد ﺑﺮ ﭘﺎی ﻣﻦ ﻋﺮاﻗﯽ ﺑﻨﺪ

‘Erâqi, Poem 28
123

ّ یو
ّ ﺑﺎ رﻧﺪ ﻗﻠﻨﺪر
ﻗﻼش ﺷﺪﯾﻢ
در ﮔﺮد ﺟﮭﺎن ﺑﮫ ﻋﺎﺷﻘﯽ ﻓﺎش ﺷﺪﯾﻢ

I have become enamored with the insurrection of the painter.
I have opted for the libertinism of the qalandars and the rascals.
Before being united with the beloved,
I became known around the world as a lover.

123. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 342.
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ﻣﺎ ﺷﯿﻔﺘﮫی ﻓﺘﻨﮫی ﻧﻘّﺎش ﺷﺪﯾﻢ
ﻧﺎﯾﺎﻓﺘﮫ اﺗّﺼﺎل ﻣﻌﺸﻮﻗﮫ ھﻨﻮز

‘Erâqi, Poem 29
ﻧﻨﮓ ھﻤﮫ دوﺳﺘﺎن و ﺧﻮﯾﺸﺎن ﻣﺎﯾﯿﻢ
 اﯾﺸﺎن ﻣﺎﯾﯿﻢ124ﮔﺮ ﻣﯽطﻠﺒﯽ ﺑﯿﺎ ﮐﮫ

125

اﻣﺮوز ﺑﮫ ﺷﮭﺮ در ﭘﺮﯾﺸﺎن ﻣﺎﯾﯿﻢ
رﻧﺪان و ﻣﻘﺎﻣﺮان رﺳﻮا ﺷﺪه را

Today, in the city, we are distressed and disheveled.
We are the shame of all the friends and relatives.
We have become infamous libertines and gamblers—
if you are seeking them, come! We are them!

124.In Mohtasham’s text, she has two  ﮐﻪhere back-to-back. I am reading this as a typographic error.
125. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 345.
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‘Erâqi, Poem 30
اﮔﺮ وﻗﺖ ﺳﺤﺮ ﺑﺎدی ز ﮐﻮی ﯾﺎر در ﺟﻨﺒﺪ
ور از زﻟﻔﺶ ﺻﺒﺎ ﺑﻮﺋﯽ ﺑﮫ ﮐﻮی ﺑﯽدﻻن آرد
ز ﺑﺎد ﮐﻮی او در دم ﺗﻦ رﻧﺠﻮر ﺟﺎن ﯾﺎﺑﺪ
ﭼﻮ ﺑﯿﻨﯽ ﺟﻨﺒﺶ ﻋﺎﺷﻖ ﻣﺸﻮ ﻣﻨﮑﺮ ﮐﮫ ﺷﻮق او
ﭼﻮ از ﺑﺎد ھﻮا درﯾﺎ ﺑﺠﻨﺒﺪ ،ﺑﺲ ﻋﺠﺐ ﻧﺒﻮد
دﯾﺪه ﻣﻨﮑﺮ ﻧﺒﯿﻨﺪ ﺟﻨﺒﺶ ﺑﺎطﻦ
وﻟﯽ ﭼﻮن ٔ
ﺑﯿﺎ ﺗﺎ ﺑﯿﻨﯽ ای ﺳﺎﻟﮏ ھﻤﺎی ھ ّﻤﺖ ﻣﺮدی
وﻟﯽ ﺣ ّ
ﻖ ﻋﺰﯾﺰ 126اﻟﺪﯾﻦ ﻣﺤﻤﺪ ﺣﺎﺟﯽ آن ﻋﺎﺷﻖ
ھﻤﮫ ﻋﺎﻟﻢ ﺷﻮد ﻣﺴﺘﻐﺮق اﻧﻮار او آن دم
دﯾﺪه ﺟﺎﻧﺶ ﺟﻤﺎل ﯾﺎر ﺑِ ْﺨﺮوﺷﺪ
ﭼﻮ ﺑﯿﻨﺪ ٔ
ﭼﻮ اﻧﻮار ﯾﻘﯿﻦ در وی ﻓﺮو آﻣﺪ ﺑﯿﺎراﻣﺪ
ﺟﻤﺎل ﺻﻮرت ار ﺑﯿﻨﺪ ُﮐﮫ و ﺻﺤﺮا ﺑﮫ ﭼﺮخ آﯾﺪ
ﺑﺠﻨﺒﺪ ﺗﺎ ﺿﻤﯿﺮ او ﺑِ َﺪرﱠد ﭘﺮدهھﺎی ﻏﯿﺐ
ﻧﺸﺎن ﺟﺎم ﮐﯿﺨﺴﺮو ﮐﮫ ﻣﯽﺟﻮﯾﻨﺪ ﺑِ ْﻨﻤﺎﯾﺪ
ﺑﺮ آن ﺧﻮاﻧﯽ ﮐﮫ ﻋﯿﺴﯽ ﺧﻮرد روﺣﺶ دم ﺑﺪم ﺷﯿﻨﺪ
ﺳﺎﻗﯽ ھ ّﻤﺖ دو ﺻﺪ درﯾﺎ درآﺷﺎﻣﺪ
ز دﺳﺖ
ِ
در آن ﺳﺮ وﻗﺖ ﮐﺎن ﻋﺎﺷﻖ ﺷﻮد ﺳﺮﻣﺴﺖ اﮔﺮ ﻧﺎﮔﮫ
ﻓﻀﺎی ﺳﯿﻨﮫ از ﺻﻮرت ﭼﻮ ﺧﺎﻟﯽ ﮔﺸﺖ ﺑِ ْﺨﺮاﻣﺪ
ﺑﺠﻨﺒﺪ ﭼﻮن ﻓﻠﮏ ھﺮ ﺳﻮ ھﺰاران ﭘﺮده ﭘﯿﺶ او
ﻓﻠﮏ ﮔﺮ زو اﻣﺎن ﯾﺎﺑﺪ زﻣﯿﻦ آﺳﺎ ﺑﯿﺎراﻣﺪ
ﻓﻠﮏ ﺧﻮد از ﺑﺮای آن ھﻤﯽ ﮔﺮد زﻣﯿﻦ ﮔﺮدد
ﻗﻠﻨﺪروار ﮐﯽ ﺟﻨﺒﺪ ز ﮔﻔﺖ ﻣﻄﺮب ﺧﻮشﮔﻮ
زھﯽ آراﺳﺘﮫ ذاﺗﺖ ﺑﺎﺳﻤﺎء و ﺻﻔﺎت ﺣﻖ
زھﯽ ُﺧ ْﻠﻖ ﮐﺮﯾﻢ ﺗﻮ ﻣﻌﻄّﺮ ﮐﺮده ﻋﺎﻟﻢ را
ﻋﺮاﻗﯽ ﮐﯽ ﺗﻮاﻧﺪ ﻣﺪح ﺗﻮ ﮔﻔﺘﻦ وﻟﯽ ﻣﻔﻠﺲ
اﮔﺮ ﭘﯿﺶ ﺳﻠﯿﻤﺎﻧﯽ ﺑﺮد ﭘﺎی َﻣﻠَ ْﺦ ﻣﻮری
زاﻧﻮار ﯾﻘﯿﻦ ﺑﺎدا دل و ﺟﺎن و ﺗﻨﺖ روﺷﻦ

دل ﺑﯿﻤﺎر ﻣﺸﺘﺎﻗﺎن ز ھﺮ ﺳﻮ زار در ﺟﻨﺒﺪ
ْ
رواناﻓﮕﺎر در ﺟﻨﺒﺪ
ز ھﺮ ﮐﻮﺋﯽ دو ﺻﺪ ﺑﯽدل
ز ﯾﺎد روی او ھﺮ دم دل ﺑﯿﻤﺎر در ﺟﻨﺒﺪ
دﻟﺶ را ﭼﻮن ﺑِﺠُﻨﺒﺎﻧﺪ ﺗﻨﺶ ﻧﺎﭼﺎر در ﺟﻨﺒﺪ
ﮐﮫ از ﺑﺎ ِد ھﻮای او دل اﺑﺮار در ﺟﻨﺒﺪ
ز ظﺎھﺮ ﺟﻨﺒﺸﯽ ﺑﯿﻨﺪ دﻟﺶ زاﻧﮑﺎر در ﺟﻨﺒﺪ
ﮐﮫ در ﺻﺤﺮای ﻗﺮب ﺣﻖ ھﻤﯽ طﯿﺎر در ﺟﻨﺒﺪ
ﮐﮫ ﮔﺮد ﮐﻌﺒ ٔﮫ وﺣﺪت دﻣﯽ ﺻﺪﺑﺎر در ﺟﻨﺒﺪ
ﮐﮫ درﯾﺎی روان او ز ﺷﻮق ﯾﺎر در ﺟﻨﺒﺪ
دﻟﺶ را ﭼﻮن ﻋﯿﺎن ﮔﺮدد رخ دﻟﺪار در ﺟﻨﺒﺪ
دل و ﺟﺎن و ﺗﻨﺶ ﭼﻮن ﺷﺪ ھﻤﮫ اﻧﻮار در ﺟﻨﺒﺪ
ﮐﻤﺎل وﺟﺪش ار ﯾﺎﺑﺪ در و دﯾﻮار در ﺟﻨﺒﺪ
ﭼﻮ ﺑﺮ وی ﻣﻨﮑﺸﻒ ﮔﺮدد ھﻤﮫ اﺳﺮار در ﺟﻨﺒﺪ
ﺿﻤﯿﺮﭘﺎک او آن دم ﮐﮫ از اذﮐﺎر در ﺟﻨﺒﺪ
در آن آﺗﺶ ﮐﮫ ﻣﻮﺳﯽ ﺷﺪ ﺳﻤﻨﺪروار در ﺟﻨﺒﺪ
ﭼﻮ ﺷﺪ ﺳﺮﻣﺴﺖ ﺑﺮﺧﯿﺰد وﻟﯽ ھﺸﯿﺎر در ﺟﻨﺒﺪ
ﻧﻈﺮ ﺑﺮ ﮐﻮه اﻧﺪازد ،ﮐﮫ و ﮐﮭﺴﺎر درﺟﻨﺒﺪ
درﺧﺖ ﺟﺎﻧﺶ از ﻣﻌﻨﯽ ﭼﻮ ﺷﺪ ﭘﺮﺑﺎر در ﺟﻨﺒﺪ
ﻓﺮاغ دل ﺑﺴﻮزاﻧﺪ ھﻤﮫ اﺳﺘﺎر در ﺟﻨﺒﺪ
زﻣﯿﻦ را ﮔﺮ دھﺪ ﻓﺮﻣﺎن ﻓﻠﮏْ ﮐﺮدار در ﺟﻨﺒﺪ
ﮐﮫ در روی زﻣﯿﻦ ﻣﺮدی ﭼﻨﺎن ﻋﯿّﺎر در ﺟﻨﺒﺪ
ﭼﻮ ﺣﻖ ﺑﺎ او ﺳﺨﻦ ﮔﻮﯾﺪ از آن ﮔﻔﺘﺎر در ﺟﻨﺒﺪ
ﺳﺰد ﮐﺰ ﭘﯿﺶ ِﻋ ّﺰ ﺗﻮ دو ﻋﺎﻟﻢ ﺧﻮار در ﺟﻨﺒﺪ
ﺧﺠﻞ ﮔﺸﺘﮫ ازو ﺑﺎدی ﮐﮫ از ﮔﻠﺰار در ﺟﻨﺒﺪ
ﺑﺪاﻧﭽﺶ دﺳﺘﺮس ﺑﺎﺷﺪ ﺑﺪان ﻣﻘﺪار در ﺟﻨﺒﺪ
روا ﺑﺎﺷﺪ ﮐﮫ ھﺮ ﺷﺨﺼﯽ ﺑﺎﺳﺘﻈﮭﺎر در ﺟﻨﺒﺪ
127
ھﻤﯿﺸﮫ ﺗﺎ ز ﺷﻮق ﺣ ّ
ﻖ دل اﺣﺮار در ﺟﻨﺒﺪ

If at dawn a wind arises from the quarter of the friend,
the love-sick hearts of the desirous from all over will beat, pining/
If a breeze brings a scent of his tresses to the lovers’ lane,
from every quarter two hundred love-sick and melancholic souls will rise up.
;From the breeze of his quarters instantly the sick body is enlivened
from recalling your visage each moment, the sick heart throbs.
When you see the movement of the lover, do not deny that
when passionate desire for him stirs his heart, his body too must move.
Since the air’s breeze moves the ocean, it is not very strange that
the breeze of desire for him excites the hearts of the virtuous,

.اﻟﺪﯾﻦ  beforeﺣﻖّ ﻋﺰﯾﺰ 126.I have opted for Nafisi’s reading which places
127. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 311-14.
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but since the eye of the denier does not see the inner motion
and sees only the external movement, his heart will shake with denial.
Come so you can see, o spiritual seeker, the phoenix of the man’s spiritual fortitude
that flys ceaselessly in the desert close to the Truth.
Friend of God, ‘Aziz al-Din Muhammad Haji, that lover
who dances around the Ka’ba of Unity a hundred times each breathe,
the whole world becomes drowned in his lights that moment
that his flowing sea of passionate desire for the friend surges.
When the eye of his soul sees the beauty of the friend, it cries out!
And when the face of his sweetheart is manifested to his heart, it throbs
When the lights of certainty came down to him, they found repose.
When his heart, soul, and body all became light, they began to dance.
If one sees the beauty of his face, the mountains and desert will begin whirling.
If one attains his perfection of ectasy, the doors and walls will tremble.
His inner being moves so to rend the veils of the hidden;
when it does, all secrets will be revealed to him.
The sign of the goblet of Kay Khosrow that they search for is manifested
when his pure conscience is excited from remembering (God).
He always sits at that feast where Jesus ate
and in the fire that Moses witnessed, moving as a salamander.
He drinks two hundred oceans from the hand of the Saqi of spiritual fortitude
when he becomes drunk, he arises and dances soberly.
In that moment in which the lover becomes drunk, if suddely
a glance is cast on the mountain, the mountain—even the whole mountain range!—will
shake.
When the breast was emptied of forms, it strolled—
the tree of his soul dances when it becomes laden with the fruits of meaning.
Thousands of veils dance before him in every direction like the sky—
the opennes of the heart burning all of the stirring veils.
The sky, if it received quarter from him, would have respite as the earth—
If he orders the earth to be as the sky, it too would orbit.
The sky itself because of this continuously rotates around the earth
that on the earth a man may move like a rogue.
342

How could he move like a qalandar to the rhythm of the sweet-voiced minstrel
when the Truth speaks with him? It is from this (God’s) speech that he dances.
Oh how greatly adorned is your essence with the Truth’s characteristics!
It is suitable that before your glory both worlds move abjectly.
Oh how great is your munificent disposition that has perfumed the whole world!
In the presence of it, even the breeze that arose from the rose became ashamed of itself!
How can ‘Erâqi can proclaim your praise? But the pauper
is moved by that which is within his reach.
If before one like Soloman an ant takes the leg of a grasshopper,
it is permissible that everyone comes for support.
May your heart, soul, and body always be bright from the lights of certainty
for as long as the heart of the noble ones moves from passionate desire for the Truth.
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‘Erâqi, Poem 31
ﮐﺎم ﺟﺎﻧﺮا ﭘﺮ ِﺷ َﮑﺮ ﺧﻮاھﯿﻢ ﮐﺮد
ِ
ﺐ ﯾﺎر ﺑﺮ ﺧﻮاھﯿﻢ ﮐﺮد
ِ ﺳﺮ ز َﺟﯿ
ﮔﺮ ﺑﮫ ﻣﮫروﺋﯽ ﻧﻈﺮ ﺧﻮاھﯿﻢ ﮐﺮد
ﮔﺮ ﺑﮫ ﮔﻠﺰاری ﮔﺬر ﺧﻮاھﯿﻢ ﮐﺮد
دﺳﺖ ﺑﺎ او در ﮐﻤﺮ ﺧﻮاھﯿﻢ ﮐﺮد
ﭘﯿﺶ ﺗﯿﺮش ﺟﺎن ﺳﭙﺮ ﺧﻮاھﯿﻢ ﮐﺮد
ِ
ﮔﻮش و داﻣﻦ ﭘﺮ ﮔﮭﺮ ﺧﻮاھﯿﻢ ﮐﺮد
دوﺳﺘﺎن را زان ﺧﺒﺮ ﺧﻮاھﯿﻢ ﮐﺮد
128
ﻣﺎﺟﺮا را ﻣﺨﺘﺼﺮ ﺧﻮاھﯿﻢ ﮐﺮد
We will remember that sweet boy.
We will fill our soul with (his) sugar.
We will go away from the strangers.
We will be of one garment.
We will see the sun of his face,
if we glance at a fair, moon-faced one.
We will find his life-giving scent
if we pass by a flower garden.
We will be hidden in the curls of his locks.
We will embrace him, putting our hand around his waist.
When he strings the bow of his eyebrows,
we will make a shield out of our souls in the face of his arrows.
From the friend’s story of love and the tears of our eyes,
we will fill our ears and skirts with pearls.
We had an adventure with his lips—
we will inform the friends of it.
So that ‘Erâqi does not hear our secrets,
we will cut short the story.

128. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 237-38.
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ﯾﺎ ِد آن ﺷﯿﺮﯾﻦ ﭘﺴﺮ ﺧﻮاھﯿﻢ ﮐﺮد
داﻣﻦ از اﻏﯿﺎر در ﺧﻮاھﯿﻢ ﭼﯿﺪ
ب روی او ﺧﻮاھﯿﻢ دﯾﺪ
ِ آﻓﺘﺎ
ﺑﻮی ﺟﺎناﻓﺰای او ﺧﻮاھﯿﻢ ﯾﺎﻓﺖ
ﺧﻢ زﻟﻔﺶ ﻧﮭﺎن ﺧﻮاھﯿﻢ ﺷﺪ
ِ در
ﮐﻤﺎن اﺑﺮوان در زه ﮐﻨﺪ
ﭼﻮن
ِ
ﭼﺸﻢ ﻣﺎ
ب
ِ ﺚ ﯾﺎر و آ
ِ از ﺣﺪﯾ
ِ
ﻣﺎﺟﺮاﺋﯽ رﻓﺖ ﻣﺎ را ﺑﺎ ﻟﺒﺶ
ﺗﺎ ﻋﺮاﻗﯽ ﻧﺸﻨﻮد اﺳﺮار ﻣﺎ

‘Erâqi, Poem 32
ب ﻋﺸﻖ دﻟﺪاری ﭼﮫ ﺷﺪ؟
ِ ور ﺷﺪم ﻣﺴﺖ از ﺷﺮا
ﮔﺮ ﺑﺒﯿﻨﺪ ﺑﻠﺒﻞ
ﺷﻮرﯾﺪه ﮔﻠﺰاری ﭼﮫ ﺷﺪ؟
ٔ
ﺣﺎل ﺑﯿﻤﺎری اﮔﺮ ﭘﺮﺳﯿﺪ ﺑﯿﻤﺎری ﭼﮫ ﺷﺪ؟
ِ
 ﻋﺎﺷﻘﻢ آری ﭼﮫ ﺷﺪ؟،ﻋﺎﺷﻘﻢ ﺑﺮ روی ﺧﻮﺑﺎن
وز ﭼﻨﺎن زﻟﻒ ار ﺑﺒﺴﺘﻢ ﻧﯿﺰ زﻧﺎری ﭼﮫ ﺷﺪ؟
ﮔﺮ ﺑﮫ ﭘﯿﺮانﺳﺮ ﺷﮑﺴﺘﻢ ﺗﻮﺑﮫ ﯾﮑﺒﺎری ﭼﮫ ﺷﺪ؟
ﻧﻘﺶ دﯾﻮاری ﭼﮫ ﺷﺪ؟
ب ﺣﯿﻮان
ِ ﮔﺮ ﻓﺮو ُﺷﺴﺖ آ
ِ
ﮔﺮ ﮐﻨﺪ ﺑﺮ ﻋﺎﺷﻘﺎن ھﺮ ﻟﺤﻈﮫ اﻧﮑﺎری ﭼﮫ ﺷﺪ؟
ﻧﻌﺮه ﻣﺴﺘﺎن اﮔﺮ ﻧﺸﻨﯿﺪ ھﺸﯿﺎری ﭼﮫ ﺷﺪ؟
ٔ
ﺣﺎل ﻣﯿﺨﻮاری ﭼﮫ ﺷﺪ؟
ِ رﻓﺘﻢ آﻧﺠﺎ ﺗﺎ ﺑﺒﯿﻨﻢ
129
 ﻧﮕﻮﯾﯽ ﺗﺎ ﺗﻮ را ﺑﺎری ﭼﮫ ﺷﺪ؟، ای ﻣﺴﮑﯿﻦ:ﮔﻔﺘﻢ

ﮔﺮ ﻧﻈﺮ ﮐﺮدم ﺑﮫ روی ﻣﺎ ِه رﺧﺴﺎری ﭼﮫ ﺷﺪ؟
ﺳﺮ زﻟﻔﺶ ﭼﺮا آﺷﻔﺘﮫ ﮔﺸﺖ ؟
ِ روی او دﯾﺪم
ﺟﺎن ﻣﻦ ﮔﺮ ﮔﻔﺘﮫ رازی ﮔﻮ ﺑﮕﻮ
ِ
ِ ﭼﺸﻢ او ﺑﺎ
 ﻓﻼﻧﯽ ﻋﺎﺷﻘﺴﺖ:دﺷﻤﻨﻢ ﺑﺎ دوﺳﺘﺎن ﮔﻮﯾﺪ
زﻟﻒ ﺧﻮﺑﺮوﯾﺎن ﺷﺪ دﻟﻢ
ﺳﺮ ﺳﻮدای
ِ
ِ در
در ﻣﯿﺨﺎﻧﮫ ﻧﺎﮔﺎھﯽ ﭼﮫ ﺑﺎک؟
ﺑﺮ
ﮔﺬﺷﺘﻢ
ﮔﺮ
ِ
 ﺑﺮو:ب ﻋﺸﻖ ﻋﻘﻠﻢ ﮔﻮ
ﺷﺮا
از
ﻣﺴﺖ
ﺷﺪم
ﭼﻮن
ِ
زاھﺪی را ﮐﺰ ﻣﯽ و ﻣﻌﺸﻮق رﻧﮓ و ﺑﻮی ﻧﯿﺴﺖ
ھﻮی ﻋﺎﺷﻘﺎن ﺑ ُْﮕ َﺬﺷﺖ از ھﻔﺖ آﺳﻤﺎن
ھﺎی و
ِ
ﻣﺴﺘﺎن
ﻧﻌﺮه
ﺧﻤﺴﺘﺎن
ﺑﮕﻮش ﻣﻦ رﺳﯿﺪ
از
ِ
ٔ
ُ
ﻨﺞ ﻣﯿﺨﺎﻧﮫ ﻋﺮاﻗﯽ را ﺧﺮاب
ﮐ
اﻧﺪر
دﯾﺪم
ِ

If glanced at the fair face of a moon-like beauty, so what?
And if I became drunk from the wine of a sweetheart’s love, so what?
I saw his face—why had his tresses been disturbed?
If I see a love-crazed nightingale in the rosegarden, so what?
If his eyes told my soul a secret, say: tell it!
If a love-sick one asks another love-sick one about his state, so what?
My enemy tells his friends: “So and so is a lover!”
I am a lover of beauties! A lover, indeed! So what?
My heart has become embroiled in the love/business of the tresses of fair-faced ones
and if I fasten these locks like a cincture, so what?
If I dropped by the winehouse suddenly, what’s to fear?
And if I broke my repentance once in my old age, so what?
When I became drunk from the wine of love, tell my intellect: “Go!”
If the water of life is on sale, who cares about the (lifeless) image on the wall?
The ascetic that has no color or scent of the wine and beloved.
If he spends all his time remonstrating the lovers, so what?
The clamor of the lovers goes beyond even the seven heavens.
If a sober one didn’t hear the cry of the drunks, so what?
The wails of the drunks in the winehouse reached me—
I went there to see what happened to the state of the winos.

129. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 236.
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I saw ‘Erâqi in the corner of the winehouse, drunk—
I said: “O poor thing won’t you tell (me) what happened to you all of a sudden?”
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‘Erâqi, Poem 33
ﺳﺮ ﺑﺎزار ﺑﮫ ﯾﮑﺒﺎر ﺑﺮآﻣﺪ
ِ ﺷﻮر از
ﻋﺸﻖ رخ او زار ﺑﺮآﻣﺪ
ﺑﺲ ﺟﺎن ﮐﮫ ز
ِ
ﻣﺆﻣﻦ ز دل و ﮔﺒﺮ ز زﻧﺎر ﺑﺮآﻣﺪ
در ﺧﻤﺎر ﺑﺮآﻣﺪ
ِ ﺷﻮر و ﺷﻐﺒﯽ از
دل اﺑﺮار ﺑﺮآﻣﺪ
ِ ﻓﺮﯾﺎد و ﻓﻐﺎن از
ﺳﺮ دار ﺑﺮآﻣﺪ
ِ ﺳﺮﻣﺴﺖ و ﺧﺮاﻣﺎن ﺑﮫ
ﺳﻮز دﻟﺶ ﺷﻌﻠ ٔﮫ اﻧﻮار ﺑﺮآﻣﺪ
از
ِ
ﮔﻞ ﺑﯽ ﺧﺎر ﺑﺮآﻣﺪ
ﺳﻮزان
آﺗﺶ
از
ِ
ِ
ﺐ ﺗﺎر ﺑﺮآﻣﺪ
ِ ﺻﺪ ِﻣﮭﺮ ز ھﺮ ﺳﻮ ﺑﮫ ﺷ
دل ﺑﯿﻤﺎر ﺑﺮآﻣﺪ
ِ ﺻﺪ ﻧﺎﻟ ٔﮫ زار از
130
ﺟﺎن ﺧﺮﯾﺪار ﺑﺮآﻣﺪ
ِ ﮐﺰ ﺑﻮک و ﻣﮕﺮ

ﺖ ﻣﻦ ﻣﺴﺖ ﺑﮫ ﺑﺎزار ﺑﺮآﻣﺪ
ِ ﻧﺎﮔﮫ ﺑ
ﻏﻢ او ﺷﺎد ﻓﺮوﺷﺪ
ﺑﺲ دل ﮐﮫ ﺑﮫ
ِ ﮐﻮی
ِ
در ﺻﻮﻣﻌﮫ و ﺑﺘﮑﺪه ﻋﺸﻘﺶ ﮔﺬری ﮐﺮد
ﮐﻮی ﺧﺮاﺑﺎت ﺟﻤﺎﻟﺶ ﻧﻈﺮ اﻓﮕﻨﺪ
در
ِ
ﺧﯿﺎل رﺧﺶ اﻓﺮوﺧﺖ
ﻣﻨﺎﺟﺎت
ﺖ
وﻗ
در
ِ
ِ
ﺐ او ﻣﯽزدهای ﯾﺎﻓﺖ
ِ ﺟﺎم ﻟ
ِ ﯾﮏ ﺟﺮﻋﮫ ز
ﺷﻤﻊ رﺧﺶ اﻓﺘﺎد
آﺗﺶ
در ﺳﻮﺧﺘﮫای
ِ
ِ
ﺳﺮ آﺗﺶ ﮔﺬری ﮐﺮد
ِ در او ﺑﺮ
ِ ﺑﺎ ِد
ﻧﺎﮔﺎه ز رﺧﺴﺎر ﺷﺒﯽ ﭘﺮده ﺑﺮاﻧﺪاﺧﺖ
ﺧﺎک درش ﮐﺮد ﺣﮑﺎﯾﺖ
ﺑﺎ ِد ﺳﺤﺮ از
ِ
ﺐ او ﺑﻮﺳﮫ ﺑﮫ ﺟﺎﻧﯽ؟
ِ ﮐﯽ ﺑﻮک ﻓﺮوﺷﺪ ﻟ

All of the sudden my idol came raving drunk to the market!
A clamor arose in the bazaar!
Many hearts happily went down to the quarter of melancholic longing for him.
Many souls were overcome with despair from love of his face.
His love passed once through the monastery and idol temple—
a believer went forward without his heart, a magian without his cincture.
In the quarter of the winehouse, his beauty cast a glance—
a tumultuous roar poured out the door of the vintner’s house.
In moments of prayer, his face lit up the imagination—
cries and wails rose from the pious ones.
A drunk got a gulp from the goblet of his lips—
he came drunk and strutting to the gallows (ref. Mansur al-Hallâj).
The flame of his candle-like face fell on a burnt one—
from the burning of his heart, flames of light rose up.
The breeze of his threshold passed over the fire—
from this raging fire a rose without thorns grew up.
One night, suddenly he threw off the veil from his face—
a hundred suns rose in every direction in that dark night.
The morning breeze told a story from the dust at his threshold—
a hundred forlorn wailings rose from the heart of the love-sick one.
When, o when, will his lips come down to grant the soul a kiss?
From all of these ‘perhaps’ and ‘maybes’ the soul of the desiring buyers has died!

130. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 151-52.
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‘Erâqi, Poem 34
ﺗﺮک َو َرع و زھﺪ ﺑﮫ ﯾﮑﺒﺎر ﮔﺮﻓﺘﻢ
ِ
رخ ﯾﺎر ﮔﺮﻓﺘﻢ
ﮓ
ِ
رﻧ
ﭼﻮن
ﻣﯽ
ﮐﻒ
ﺑﺮ
ِ
ﺗﺮک دل و دﯾﻦ ﺑَﮭَﺮ ﭼﻨﯿﻦ ﮐﺎر ﮔﺮﻓﺘﻢ
ِ
ﭘﯿﻤﺎﻧﮫ ھﻤﺎن ﻟﺐ ﮐﮫ ﺑﮫ ھﻨﺠﺎر ﮔﺮﻓﺘﻢ
ﻧﺮﮔﺲ ﺑﯿﻤﺎر ﮔﺮﻓﺘﻢ
وﯾﻦ ﻓﺎﯾﺪه زان
ِ
ﺧﻮش ﺧﻮﻧﺨﻮار ﮔﺮﻓﺘﻢ
ﭼﺸﻢ
ت
ِ ﺗﺎ ﻋﺎد
ِ
ِ
ﻟﻌﻞ ﺷﮑﺮﺑﺎر ﮔﺮﻓﺘﻢ
ِ ﺑﺲ ﮐﺎم ﮐﺰ آن
ﺖ ﻋﯿّﺎر ﮔﺮﻓﺘﻢ
ﺳﺮ
ِ زﻟﻒ ﺑ
ِ
ِ ﺣﺎﻟﯽ
وﯾﻦ ﺷﯿﻔﺘﮕﯽ ﺑﯿﻦ ﮐﮫ د ُِم ﻣﺎر ﮔﺮﻓﺘﻢ
ﭼﻨﺪﯾﻦ ﭼﮫ ﻧﺼﯿﺤﺖ ﮐﻨﯽ اﻧﮕﺎر ﮔﺮﻓﺘﻢ
 ر ِه ﻧﺎر ﮔﺮﻓﺘﻢ131ﻣﻦ ﺑﺎ ﻣﯽ و ﻣﻌﺸﻮق
آﺗﺶ ھﻤﮫ ﺑﺎغ و ﮔﻞ و ﮔﻠﺰار ﮔﺮﻓﺘﻢ
دﻟﺪار در آﻏﻮش دﮔﺮﺑﺎر ﮔﺮﻓﺘﻢ
ﺐ ﯾﺎر ﮔﺮﻓﺘﻢ
ِ ﭼﻮن ﻣﻦ ﺑﮫ دو اﻧﮕﺸﺖ ﻟ
132
ﺧﻮش دﻟﺪار ﮔﺮﻓﺘﻢ
ﺖ
ِ ھﻢ ﺑﺎز ﺑﮫ دﺳ
ِ

ﻣﻦ ﺑﺎز ر ِه ﺧﺎﻧ ٔﮫ ﺧ ّﻤﺎر ﮔﺮﻓﺘﻢ
ﺳﺠﺎده و ﺗﺴﺒﯿﺢ ﺑﮫ ﯾﮏ ﺳﻮی ﻓﮑﻨﺪم
ﺟﺎم ﻣﯽ و ﺷﺎھﺪ و ﺷﻤﻊ اﺳﺖ
ِ ﮐﺎرم ھﻤﮫ ﺑﺎ
ﺐ دﻟﺪار
ِ رخ ﯾﺎر اﺳﺖ و ﺷﺮاﺑﻢ ﻟ
ِ ﺷﻤﻌﻢ
ﺧﻮش ﺳﺎﻗﯽ دل و دﯾﻦ ﺑُﺮد ز دﺳﺘﻢ
ﭼﺸﻢ
ِ
ِ
ﭘﯿﻮﺳﺘﮫ ﭼﻨﯿﻦ ﻣﯽزده و ﻣﺴﺖ و ﺧﺮاﺑﻢ
ﺐ ﺳﺎﻗﯽ ﭼﻮ ﻣﯽ و ﻧﻘﻞ ﻓﺮو رﯾﺨﺖ
ِ ﺷﯿﺮﯾﻦ ﻟ
ﭼﻮن ﻣﺴﺖ ﺷﺪم ﺧﻮاﺳﺘﻢ از ﭘﺎی درآﻣﺪ
زﻟﻒ ﭘﺮﯾﺸﺎن
ﺳﺮ آن
ِ
ِ آوﯾﺨﺘﻢ اﻧﺪر
زﻟﻒ ﺑﺘﺎن ﮔﯿﺮ
ﺳﺮ
ِ
ِ ﮔﻔﺘﯽ ﮐﻢ ﺳﻮدای
ﺑﺎ ﺗﻮﺑﮫ و ﺗﻘﻮیْ ﺗﻮ ر ِه ُﺧﻠ ِﺪ ﺑﺮﯾﻦ ﮔﯿﺮ
رخ دﻟﺪار ﺑﺪﯾﺪم
ِ ِدر ﻧﺎر ﭼﻮ رﻧﮓ
ﻣﯿﺎن ﮔﻞ و ﮔﻠﺰار
اﻟﻤﻨﺔُ † ﮐﮫ
ِ
ْ
ﺖ ﺗﻌﺠﺐ
ِ ﺑِ ْﮕ ِﺮﻓﺖ ﺑﮫ دﻧﺪان ﻓﻠﮏْ اﻧﮕﺸ
ﺐ دﻟﺪار
دﻧﺪان
دور از ﻟﺐ و
ْ
ِ ﻋﺮاﻗﯽ ﻟ
ِ

I again took the road to the vintner’s house.
I abandoned asceticism and abstemity once again.
I tossed aside my prayer carpet and prayer beads.
I grabbed some wine whose color was as the face of the friend.
My work now is entirely with goblets of wine, shaheds, and candles—
I have forsaken heart and religion for this work.
My candle is the face of the friend, and my wine the lips of the sweetheart;
my goblet is those same lips, for I have adopted this as my norm.
The merry eyes of the cupbearer stole away my heart and religion,
and I took this benefit from that love-sick narcissus.
I am continually plastered, drunk, wasted like this
since I have become accustomed to (his) merry but bloodthirsty eyes.
When those sweet lips of the cupbearer rained wine and sweetmeats,
oh how many delights I took from those ruby-red, sweet lips.
When I became drunk, I wanted to fall—
presently, I have grabbed onto the locks of the renegade idol.
I was hanging in the those disheveled tresses,
and look at this love-sickenness—I have grabbed the tail of the snake!

131. Nafisi: ﻣﻌﺸﻮﻗﻪ.
132. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 297.
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You said: “Don’t be so enamored with the tresses of the idols!”
What advice is this to give? I could only imagine.
Take the path to eternal paradise with repentance and piety—
I, for one, have taken the path of wine and beloveds to the flames of hell.
I saw the fire was the color of the sweetheart’s face.
I consider all gardens, flowers, and rose beds to be fire.
Thanks be to God that amidst the flowers and gardens
I have my sweetheart in my arms once again.
The heavenly spheres were even surprised
when I grabbed the lips of the friend with my fingers.
Far from ‘Erâqi’s lips and teeth, I grabbed the lips of the sweetheart
with the beloved’s sweet hands!
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‘Erâqi, Poem 35
وارﺳﺘﯿﻢ
ِ وز
ِ ﻏﻢ ﻧﻨﮓ و ﻧﺎم
ﮐﻤﺮ ﻋﺎﺷﻘﺎﻧﮫ ﺑﺮ ﺑﺴﺘﯿﻢ
ِ
ﻧَﻔَﺴﯽ ﺷﺎ ْدﻣﺎﻧﮫ ﺑِ ْﻨ َﺸﺴﺘﯿﻢ
 ُﺧ ّﻤﺎر ﺑِ ْﺸ َﮑﺴﺘﯿﻢ133وز دو ﺟﺰﻋﺶ
ﻟﻌﻞ ﯾﺎر ﺳﺮ ﻣﺴﺘﯿﻢ
ِ ﻣﯽ
ِ ﮐﺰ
از طﺮب ذرهوار ﺑﺮ ﺟﺴﺘﯿﻢ
ﺗﺎ ﺑﺪان آﻓﺘﺎب ﭘﯿﻮﺳﺘﯿﻢ
از ﻋﺮاﻗﯽ ﭼﻮ ﻣﮭﺮ ﺑ ُْﮕ َﺴﺴﺘﯿﻢ
134
اﯾﻦ زﻣﺎن ﻧﯿﺴﺘﯿﻢ ﯾﺎ ھﺴﺘﯿﻢ؟

ﻣﺎ دﮔﺮﺑﺎر ﺗﻮﺑﮫ ﺑِ ْﺸ َﮑﺴﺘﯿﻢ
ﺧﺮﻗ ٔﮫ ﺻﻮﻓﯿﺎﻧﮫ ﺑِ ْﺪرﯾﺪﯾﻢ
در ﺧﺮاﺑﺎت ﺑﺎ ﻣﯽ و ﻣﻌﺸﻮق
ﻟﻌﻞ ﯾﺎر ﻣﺴﺖ ﺷﺪﯾﻢ
ِ ﻣﯽ
ِ از
ﺷﺎﯾﺪ ار ﺷﻮر در ﺟﮭﺎن ﻓﮑﻨﯿﻢ
ب رﺧﺶ
ِ ﭼﻮن ﺑﺪﯾﺪﯾﻢ آﻓﺘﺎ
داﻣﻦ ُﺷﻌﺎع زدﯾﻢ
ﭼﻨﮓ در
ِ
ذره ﺑﻮدﯾﻢ و آﻓﺘﺎب ﺷﺪﯾﻢ
اﯾﻦ ھﻤﮫ ھﺴﺖ و ﺧﻮد ﻧﻤﯽداﻧﯿﻢ

We have broke our repentance again!
We have been liberated from the grief of good name and shame!
We tore up our Sufi mantles
and buckled the belt of lovers on our waists.
In the dilapidated winehouse with wine and the beloved,
we sat merrily for a moment.
We became drunk from the ruby-red wine of the friend,
and then sobered up with (a glance at) the beloved’s eyes.
It is appropriate if we incite a uprising in the world
for we have became drunk on the wine of the friend’s ruby-red lips.
When we saw the sun of his face,
we flew up from the merriment like motes.
We grabbed the skirt of the rays
so to attach ourselves to that sun.
We were motes and we became suns
when we tore ourselves from ‘Erâqi.
This all exists and we do not know
whether we exist or not at this time.

133.Keshavarz thinks this should be ﺟﺮﻋﻪ. Nafisi has  ﭼﺸﻤﺶhere and Mohtasham also gives the variant of
ﺟﺮﻋﺶ.
134. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 183-84.
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‘Erâqi, Poem 36
وز ﺧﻮاب ﺧﻮش ﻣﺴﺘﯽ ﺑﯿﺪار ﻧﺨﻮاھﻢ ﺷﺪ
ﺗﺎ روز ﻗﯿﺎﻣﺖ ھﻢ ھﺸﯿﺎر ﻧﺨﻮاھﻢ ﺷﺪ
 ﻧﺨﻮاھﻢ ﺷﺪ، اﯾﻦ ﺑﺎر،ﺟﺰ ﺑﺮ در ﻣﯿﺨﺎﻧﮫ
از رﻧﺪی و ﻗﻼﺷﯽ ﺑﯿﺰار ﻧﺨﻮاھﻢ ﺷﺪ
ﺗﺎ ﻏﻤﺨﻮرم او ﺑﺎﺷﺪ ﻏﻤﺨﻮار ﻧﺨﻮاھﻢ ﺷﺪ
وز دوﺳﺖ ﺑﮭﺮ زﺧﻤﯽ اﻓﮕﺎر ﻧﺨﻮاھﻢ ﺷﺪ
135
ﺑﺮ درﮔﮫ اﯾﻦ و آن ﺑﺴﯿﺎر ﻧﺨﻮاھﻢ ﺷﺪ

 ھﺸﯿﺎر ﻧﺨﻮاھﻢ ﺷﺪ،ﻣﻦ ﻣﺴﺖ ﻣﯽ ﻋﺸﻘﻢ
ﺑﺎده دوﺷﯿﻨﮫ
ٔ زﯾﻨﺴﺎن ﮐﮫ ﻣﻨﻢ ﺳﺮﻣﺴﺖ از
آن رﻓﺖ ﮐﮫ ﻣﯽرﻓﺘﻢ در ﺻﻮﻣﻌﮫ ھﺮ ﺑﺎری
از ﺗﻮﺑﮫ و ﻗﺮّاﺋﯽ ﺑﯿﺰار ﺷﻮم ﻟﯿﮑﻦ
ﺗﺎ در ﺑﺮم او ﺑﺎﺷﺪ دل ﺑﺮ دﮔﺮی ﻧَ ْﻨﮭَﻢ
از ﯾﺎر ﺑﮫ ھﺮ ﺧﺸﻤﯽ آزرده ﻧﺨﻮاھﻢ ﮔﺸﺖ
ﺗﺎ ھﺴﺖ ﻋﺮاﻗﯽ را در درﮔﮫ او ﺑﺎری

I am drunk with the wine of love—I will not become sober,
nor will I awake from the delightful sleep of drunkenness.
The way that I am drunk from the wine of last night
I will not sober up until resurrection day.
The time has past that each time I would go to the door of the monastery—
now I will not go (anywhere) except the winehouse’s door.
I become weary of repentance and reciting the Qur’an,
but I will never grow weary of debauchery and rascality.
I won’t set my heart on any other until s/he is next to me;
as long as he is my intimate friend, I will not be sorrowful.
I will not be annoyed with each (burst of) anger of the friend,
and I will not be afflicted by each of my companion’s wounds either.
As long as ‘Erâqi is permitted in (the friend’s) presence/court,
he will not go shuffling about to this or that other court.

135. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 280-81.
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‘Erâqi, Poem 37
ﺧﻮﺷﺎ راھﯽ ﮐﮫ ﭘﺎﯾﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
ﺧﻮﺷﺎ ﺟﺎﻧﯽ ﮐﮫ ﺟﺎﻧﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
137
ﮐﺴﯽ دارد ﮐﮫ ﺧﻮاھﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
در آن ﺧﺎﻧﮫ ﮐﮫ ﻣﮭﻤﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
ﮐﮫ ﮔﻠﺰار و ﮔﻠﺴﺘﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
ﻧﮕﮫدار و ﻧﮕﮭﺒﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ؟
ھﻤﮫ ﭘﯿﺪا و ﭘﻨﮭﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
ﮐﮫ ھﻢ ﮐﻔﺮ و ھﻢ اﯾﻤﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
 ﺗﺎ ﺟﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ،دل ﺑﯿﭽﺎره
139
ﺑﮫ ﺑﻮی آﻧﮑﮫ درﻣﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
136

ﺧﻮﺷﺎ دردی ﮐﮫ درﻣﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
ﺧﻮﺷﺎ ﭼﺸﻤﯽ ﮐﮫ رﺧﺴﺎر ﺗﻮ ﺑﯿﻨﺪ
ﺧﻮﺷﯽ و ﺧﺮّﻣﯽ و ﮐﺎﻣﺮاﻧﯽ
ھﻤﮫ ﺷﺎدی و ﻋﺸﺮت ﺑﺎﺷﺪ ای دوﺳﺖ
ﮔﻞ و ﮔﻠﺰار ﻧﺎﯾﺪ ﺧﻮش ﮐﺴﯽ را
ﭼﮫ ﺑﺎک آﯾﺪ ز ﮐﺲ آﻧﺮا ﮐﮫ او را
ﻣﺸﻮ ﭘﻨﮭﺎن از آن ﺑﯿﭽﺎره ﮐﻮرا
138
ﻣﭙﺮس از ﮐﻔﺮ و اﯾﻤﺎن ﺑﯿﺪﻟﯽ را
ﺑﺮای آن ﺑﺘﺮک ﺧﻮد ﺑﮕﻮﯾﺪ
ﻋﺮاﻗﯽ طﺎﻟﺐ دردﺳﺖ ﭘﯿﻮﺳﺖ

How happy the pain for which you are the cure!
How happy the path whose destination is you!
How happy the eyes that look upon your visage!
How happy the heart whose sweetheart is you!
Joy, gaiety, and good fortune
belongs to the one that you desire.
O friend! It is all joy and pleasure
in the house whose guest is you.
Flowers and rose gardens are not even pleasing to one
whose garden is you.
What fear could arise in one
whose guardian and keeper is you?
Do not be hidden from that poor one for whom
all hidden and manifest is you.
Do not ask a lovesick one about infidelity and faith,
for him both infidelity and faith are you.
For that reason, the poor heart abandons itself,
so that you are its soul.

136.After this line, Nafisi has the following line:
ﺧﻮﺷﺎ ﺟﺎﻧﯽ! ﮐﻪ ﺟﺎﻧﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
ﺧﻮﺷﺎ آن دل ﮐﻪ دﻟﺪارش ﺗﻮ ﮔﺮدی
137.After this line, Nafisi has the following line:
!ﮐﻪ اﻣﯿﺪ دل و ﺟﺎﻧﺶ ﺗﻮ ﺑﺎﺷﯽ
ﭼﻪ ﺧﻮش ﺑﺎﺷﺪ دل اﻣﯿﺪواری
138.Nafisi has  ﺑﯿﺪﻟﯽinstead of  واﻟﻬﯽhere. Nafisi’s reading seems to make more sense to me.
139. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 180.
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‘Erâqi is continually seeking pain,
in the hope that you are its cure!
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‘Erâqi, Poem 38
آﻣﺪ ز ﺷﺮاﺑﺨﺎﻧﮫ ﺳﺮﻣﺴﺖ
ﮐﺎن ﻓﺘﻨ ٔﮫ روزﮔﺎر ﺑِ ْﻨﺸﺴﺖ
زﻟﻒ ﺧﻮﯾﺶ ﺑِ ْﺸﮑﺴﺖ
ﺳﺮ
ِ
ِ ھﻤﭽﻮن
ﮐﻒ دﺳﺖ
ﺑﺮ
ﻧﮭﺎده
و آن ﻧﯿﺰ
ِ
زﻟﻒ اوﺳﺖ ﮔﺮ ھﺴﺖ
ﺳﺮ
ِ
ِ ھﻢ در
آﺷﻔﺘ ٔﮫ ﻣﻮی اوﺳﺖ ﭘﯿﻮﺳﺖ
وز ﻧﯿﮏ و ﺑ ِﺪ زﻣﺎﻧﮫ وا َرﺳﺖ
در ﺣﺎل ز ﺳﺎﯾﮫ رﺧﺖ ﺑﺮﺑﺴﺖ
141
ﮐﺎن ذره ﺑﮫ آﻓﺘﺎب ﭘﯿﻮﺳﺖ

ﻗﺪح ﺷﺮاب در دﺳﺖ
ِ ﺳﺎﻗﯽ
از ﻣﺠﻠﺴﯿﺎن ﺧﺮوش ﺑﺮﺧﺎﺳﺖ
ﺖ ﻣﺎ را
ِ آن ﺗﻮﺑ ٔﮫ ﻧﺎدرﺳ
ﻣﺎﯾﯿﻢ ﮐﻨﻮن و ﻧﯿﻢ ﺟﺎﻧﯽ
آن دل ﮐﮫ ازو ﺧﺒﺮ ﻧﺪارﯾﻢ
دﯾﻮاﻧ ٔﮫ روی اوﺳﺖ داﯾﻢ
زﻟﻒ او ﺑﯿﺎﺳﻮد
در ﺳﺎﯾ ٔﮫ
ِ
140
ﻣﮭﺮ روﯾﺶ
ﺷﻌﺎع
دﯾﺪ
ﭼﻮن
ِ
ِ
دل ﻋﺮاﻗﯽ
ِ در ﺳﺎﯾﮫ ﻣﺠﻮ

The cupbearer came from the winehouse
drunk with a goblet in hand.
I cry rose up from the guests
for the uprising of the age (i.e., the cupbearer) had sat down (amongst us).
He broke our wrong-headed repentance
like his flowing tresses.
It is only us now and half our souls
and even that we are ready to sacrifice.
That heart that we are ignorant of,
if it exists, it is entwined in the curls of his tresses.
It [the heart] is continuously driven mad by his face
and is enamoured of his hair.
It [the heart] is relaxing in the shade of his locks
and is liberated from the good and bad of the age.
When it [the heart] saw the beam of love from his face,
immediately it [the heart] set off on a journey from the shade.
Do not search for ‘Erâqi’s heart in the shade
for that mote is united with the sun.

140.Mohtasham has  ﻣﻬﺮ روﯾﺶfor the final two words of this hemistich, but Nafisi has روی ﺧﻮﺑﺶ.
141. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 245-46.
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‘Erâqi, Poem 39
در دو ﻋﺎﻟﻢ زو ﻧﺸﺎن و ﻧﺎم ﻧﯿﺴﺖ
ﮐﺎﻧﺪر آن ﺻﺤﺮا ﻧﺸﺎن ﮔﺎم ﻧﯿﺴﺖ
ﺟﺰ ﻟﺐ او ﮐﺲ رﺣﯿﻖ آﺷﺎم ﻧﯿﺴﺖ
ﮔﺮﭼﮫ ﻋﺎﻟﻢ ﺧﻮد ﺑﺮون از ﺟﺎم ﻧﯿﺴﺖ
ﮔﺮﭼﮫ آﻧﺠﺎ ﮐﻮﺳﺖ ﺻﺒﺢ و ﺷﺎم ﻧﯿﺴﺖ
 ﻧﯿﺴﺖ،ﺳﺮ ﺑﮫ ﺳﺮ ﻋﺎﻟﻢ ﺷﻮد ﻧﺎﮐﺎم
ﻧﺰد او ﻣﺎ را ﺟﺰ اﯾﻦ ﭘﯿﻐﺎم ﻧﯿﺴﺖ
ﺑﯽ ﺗﻮ ﻣﺎ را ﯾﮏ ﻧﻔﺲ آرام ﻧﯿﺴﺖ
ﺟﺰ ﻟﺒﺖ ﻣﺎ را ﻣﺮاد و ﮐﺎم ﻧﯿﺴﺖ
 ﻣﻌﺸﻮق ﻣﺎ را ﻧﺎم ﻧﯿﺴﺖ،ﻣﯽﺑﺮد
ﻧﻘﻞ ﻣﺎ ﺟﺰ ﺷﮑﺮ و ﺑﺎدام ﻧﯿﺴﺖ
ﮐﺎر ﻣﺎ ﺟﺰ ﺑﺎ ﮐﻤﻨﺪ و دام ﻧﯿﺴﺖ
دوﺳﺘﯽ )ﭼﻮن( ﺗﻮﺳﺖ دﺷﻤﻨﮑﺎم ﻧﯿﺴﺖ
142
ﮔﺮ ﭼﮫ او در ﺧﻮرد اﯾﻦ اﻧﻌﺎم ﻧﯿﺴﺖ

ﻋﺸﻖ ﺳﯿﻤﺮغ اﺳﺖ ﮐﻮرا دام ﻧﯿﺴﺖ
ﭘﯽ ﺑﮫ ﮐﻮی او ھﻤﺎﻧﺎ ﮐﺲ ﻧﺒﺮد
در ﺑﮭﺸﺖ وﺻﻞ ﺟﺎناﻓﺰای او
ﺟﻤﻠﮫ ﻋﺎﻟﻢ ﺟﺮﻋﮫﭼﯿﻦ ﺟﺎم اوﺳﺖ
ﺻﺒﺢ و ﺷﺎﻣﻢ طﺮه و رﺧﺴﺎر اوﺳﺖ
ﻧﺎﮔﮫ از رخ ﮔﺮ ﺑﺮاﻧﺪازد ﻧﻘﺎب
ای ﺻﺒﺎ ﮔﺮ ﺑﮕﺬری در ﮐﻮی او
ای دل آراﻣﯽ ﮐﮫ ﺟﺎن ﻣﺎ ﺗﻮﯾﯽ
ھﺮﮐﺴﯽ را ھﺴﺖ ﮐﺎﻣﯽ در ﺟﮭﺎن
ھﺮ ﮐﺴﯽ را ﻧﺎم ﻣﻌﺸﻮﻗﯽ ﮐﮫ ھﺴﺖ
ﺗﺎ ﻟﺐ و ﭼﺸﻢ ﺗﻮ ﻣﺎ را ﻣﺴﺖ ﮐﺮد
ﺗﺎ دل ﻣﺎ در ﺳﺮ زﻟﻒ ﺗﻮ ﺷﺪ
ﻧﯿﮑﺒﺨﺘﯽ را ﮐﮫ در ھﺮ دو ﺟﮭﺎن
ﺑﺎ ﻋﺮاﻗﯽ دوﺳﺘﯽ آﻏﺎز ﮐﻦ

Love is a phoenix for whom there is no trap.
In both worlds there is no sign or name for it.
Indeed no one has found its quarter,
for there are no footprints in its field.
In its heaven of soul-enlivening union,
there are no pure wine-drinkers except from its lips.
The entire world drinks its cup to the bottom,
although the world is not outside the cup.
My morning and night are its cheeks and tresses,
although where it is there is not morning or night.
Suddenly if it casts off the veil from its face,
it will unsuccessfully come face to face with the world—for it [the world] does
not exist.
O morning breeze, if you pass by its [Love’s] quarter
we only have this message for it:
O tranquil heart—our very soul is you—
not even one moment is tranquil without you.
Everyone in this world is desirous of something,
[but] there is no other aim or desire for us save your lips.
Everyone who has a beloved carries his name on his lips,
[but] our beloved does not have a name.

142.‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 234-35.
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Since your lips and eyes intoxicated us
our sweetmeats have been nothing but your sugar and almonds.
Since our hearts became entangled in your tresses
our work has been nothing but lassos and traps.
The fortunate one in both worlds is your lover—
he has no ill-wisher!
Begin a love affair with ‘Erâqi!
Even though he is not worthy of such a blessing.
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‘Erâqi, Poem 40
در ﻣﯿﮑﺪه ﺑﺎ ﺣﺮﯾﻒ ّ
ﺑﻨﺸﯿﻦ و ﺷﺮاب ﻧﻮش و ﺧﻮش ﺑﺎش
ﻗﻼش
ﺳ ّﺮ دو ﺟﮭﺎن وﻟﯽ ﻣﮑﻦ ﻓﺎش
از ﺧﻂّ ﺧﻮش ﻧﮕﺎر ﺑﺮ ﺧﻮان
زﯾﻦ رو ﻧﻤﯽ رﺳﻢ ﺑﮫ ﻧﻘّﺎش
ﺑﺮ ﻧﻘﺶ و ﻧﮕﺎر ﻓﺘﻨﮫ ﮔﺸﺘﻢ
ﺑﺎ ﺧﻮد ﻧﻔﺴﯽ ﻧﺒﻮدﻣﯽ ،ﮐﺎش
ﺗﺎ ﺑﺎ ﺧﻮدم از ﺧﻮدم ﺧﺒﺮ ﻧﯿﺴﺖ
ﻧﻘﻞ و ﻣﯽ از آن ﻟﺐ ﺷﮑﺮ ﭘﺎش
ﻣﺨﻤﻮر ﻣﯿﻢ ،ﺑﯿﺎر ﺳﺎﻗﯽ
ّ
دردی ﮐﺶ و ﻣﯽﭘﺮﺳﺖ و ﻗﻼش
در ﺻﻮﻣﻌﮫ ھﺎ ﭼﻮ ﻣﯽ ﻧﮕﻨﺠﺪ
اﯾﻨﮏ ﺷﺐ و روز ھﻤﭽﻮ اوﺑﺎش
ﻣﻦ ﻧﯿﺰ ﺑﮫ ﺗﺮک زھﺪ ﮔﻔﺘﻢ
در ﻣﯿﮑﺪه ﻣﯽ ﮐﺸﻢ ﺳﺒﻮﯾﯽ
ﺑﺎﺷﺪ ﮐﮫ ﺑﯿﺎﺑﻢ از ﺗﻮ ﺑﻮﯾﯽ
ﺳﻮدای ﺗﻮ آﺗﺶ ﺟﮭﺎنﺳﻮز
ای روی ﺗﻮ ﺷﻤﻊ ﻣﺠﻠﺲاﻓﺮوز
ﺧﻮﺷﺘﺮ ز ھﺰار ﻋﯿﺪ و ﻧﻮروز
رﺧﺴﺎر ﺧﻮش ﺗﻮ ﻋﺎﺷﻘﺎن را
از ﻟﻌﻞ ﺗﻮ ﮔﻮھﺮ ﺷﺐ اﻓﺮوز
ﺑ ُْﮕﺸﺎی ﻟﺒﺖ ﺑﺨﻨﺪه ﺑ ْﻨﻤﺎی
از ﻗﺪ ﺗﻮ راﺳﺘﯽ ﺑﯿﺎﻣﻮز
ﭼﻮن زﻟﻒ ﺗﻮ ﮐﺞ ﻣﺒﺎز ﺑﺎ ﻣﺎ
ﻓﺮﯾﺎد ،از آن دو زﻟﻒ ﮐﯿﻦﺗﻮز
زﻧﮭﺎر ،از آن دو ﭼﺸﻢ ﺧﻮنﺧﻮار
ﺑﺴْﺘﺎن ز ﻣﻦ اﯾﻦ دل ﻏﻢاﻧﺪوز
ﺳﺎﻗﯽ ﻣﯽ ﺟﺎﻧﻔﺰای درده
اﯾﻨﮏ ﭼﻮ ﻗﻠﻨﺪران ﺷﺐ و روز
آن رﻓﺖ ﮐﮫ رﻓﺘﻤﯽ ﺑﮫ ﻣﺴﺠﺪ
در ﻣﯿﮑﺪه ﻣﯿﮑﺸﻢ ﺳﺒﻮﯾﯽ
ﺑﺎﺷﺪ ﮐﮫ ﺑﯿﺎﺑﻢ از ﺗﻮ ﺑﻮﯾﯽ
ﮐﺎن ﯾﺎر ﻧﺸﺪ ھﻨﻮز دﻣﺴﺎز
ای ﻣﻄﺮب ﻋﺸﻖ ﺳﺎز ﺑ ْﻨﻮاز
و ان ﻧﯿﺰ ﺑﮫ ﺻﺪ ﮐﺮﺷﻤﮫ و ﻧﺎز
دﺷﻨﺎم دھﺪ ﺑﮫ ﺟﺎی ﺑﻮﺳﮫ
ﮐﺰ ﭘﺮده ﺑﺮون ﻓﺘﺎده اﯾﻦ راز
ﭘﻨﮭﺎن ﭼﮫ زﻧﻢ ﻧﻮای ﻋﺸﻘﺶ
طﺮه او ﻧﺸﺪ ﺳﺮاﻓﺮاز
ﭼﻮن
ﻧﯿﻔﮑﻨﺪ
در ﭘﺎش ﮐﺴﯽ ﮐﮫ ﺳﺮ
ٔ
آن ﻣﯽ ﮐﮫ رھﺎﻧﺪم ز ﺧﻮد ﺑﺎز
در ﺑﻨﺪ ﺧﻮدم ،ﺑﯿﺎر ﺳﺎﻗﯽ
دھﻦ ﺑﺎز
ام
ﺑﻤﺎﻧﺪه
ﺟﺎم
ﭼﻮن
ﻣﯽ
آن
ﻋﻤﺮﯾﺴﺖ ﮐﺰ آرزوی
ِ
اﯾﻨﮏ طﻠﺐ ﺗﻮ ﮐﺮدم آﻏﺎز
ﮔﻔﺘﯽ ﮐﮫ ﺑﺠﻮی ﺗﺎ ﺑﯿﺎﺑﯽ
در ﻣﯿﮑﺪه ﻣﯿﮑﺸﻢ ﺳﺒﻮﯾﯽ
ﺑﺎﺷﺪ ﮐﮫ ﺑﯿﺎﺑﻢ از ﺗﻮ ﺑﻮﯾﯽ
اﮐﺴﯿﺮ ﺣﯿﺎت ﺟﺎوداﻧﯽ
ﺳﺎﻗﯽ ،ﺑﺪه آب زﻧﺪﮔﺎﻧﯽ
ْ
ﺣﯿﺎت زﻧﺪﮔﺎﻧﯽ
ﺑﯽ آب
ﻣﯽ ده ﮐﮫ ﻧﻤﯽ ﺷﻮد ﻣﯿﺴﱠﺮ
ﭼﻮن از ﻟﺐ و ْ
ﺧﻂ ﺷﮑﺮﻓﺸﺎﻧﯽ
ھﻢ ﺧﻀﺮ ﺧﺠﻞ ھﻢ آب ﺣﯿﻮان
آن دم ﮐﮫ ز ﻟﻌﻞ دُر ﭼﮑﺎﻧﯽ
ﮔﻮﺷﻢ ،ﭼﻮ ﺻﺪف ،ﺷﻮد ﮔﮭﺮﭼﯿﻦ
ﮐﺰ ﻧﺎز و ﮐﺮﺷﻤﮫ درﻧﻤﺎﻧﯽ
ﺷﻤﺸﯿﺮ ﻣﮑﺶ ﺑﮑﺸﺘﻦ ﻣﻦ
ﺑ ْﻔﺮﯾﺐ ﻣﺮا ﭼﻨﺎﻧﮑﮫ داﻧﯽ
ھﺮ ﻟﺤﻈﮫ ﮐﺮﺷﻤﮫ ای دﮔﺮ ﮐﻦ
ﭼﻮن دﺳﺖ ﻧﺪاد ﮐﺎﻣﺮاﻧﯽ
در آرزوی ﻟﺐ ﺗﻮ ﺑﻮدم
در ﻣﯿﮑﺪه ﻣﯿﮑﺸﻢ ﺳﺒﻮﯾﯽ
ﺑﺎﺷﺪ ﮐﮫ ﺑﯿﺎﺑﻢ از ﺗﻮ ﺑﻮﯾﯽ
در ده ﻗﺪح ﻧﺸﺎطاﻧﮕﯿﺰ
وﻗﺖ طﺮب اﺳﺖ ،ﺳﺎﻗﯿﺎ ،ﺧﯿﺰ
ای ﻓﺘﻨﮫ روزﮔﺎر ،ﺑﺮﺧﯿﺰ
از ﺟﻮر ﺗﻮ رﺳﺘﺨﯿﺰ ﺑﺮﺧﺎﺳﺖ
وز زﻟﻒ دراز ﺧﻮد درآوﯾﺰ
ﺑﺴْﺘﺎن دل ﻋﺎﺷﻘﺎن ﺷﯿﺪا
ﺑﺎ ﺧﺎک درت ﺑﮭﻢ ﺑﯿﺎﻣﯿﺰ
ﺧﻮن دل ﻣﺎ ﺑﺮﯾﺰ و آﻧﮕﺎه
ھﺮ ﻟﺤﻈﮫ ﺑﮫ ﺧﻮن ﻣﺎ ﺑﮑﻦ ﺗﯿﺰ
ﻏﻤﺰه دﻻور
وآن ﺧﻨﺠﺮ
ٔ
ﮐﺎﻣﯽ ﭼﻮ از آن ﻟﺐ ﺷﮑﺮرﯾﺰ
ھﻮس ﻟﺒﺖ ،ﻧﺪﯾﺪم
ﮐﺮدم
ِ
ﺗﻮﺑﮫ ﮐﻨﻢ از ﺻﻼح و ﭘﺮھﯿﺰ
ﻧﺬری ﮐﺮدم ﮐﮫ ﺗﺎ ﺗﻮاﻧﻢ
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در ﻣﯿﮑﺪه ﻣﯽﮐﺸﻢ ﺳﺒﻮﯾﯽ
ﺑﺎﺷﺪ ﮐﮫ ﺑﯿﺎﺑﻢ از ﺗﻮ ﺑﻮﯾﯽ
ﻣﺴﺘﻢ ﮐﻦ از آن ﻟﺐ ﻏﻢ اﻧﺠﺎم
 ﭼﮫ ﮐﻨﻢ ﺑﮫ ﺳﺎﻏﺮ و ﺟﺎم،ﺳﺎﻗﯽ
ﺣﺎﺟﺖ ﻧﺒُﻮد ﺑﮫ ﺳﺎﻏﺮ و ﺟﺎم
ﺑﺎ ﯾﺎد ﻟﺐ ﺗﻮ ﻋﺎﺷﻘﺎن را
ﺧﺸﻨﻮد ﺷﺪ از ﻟﺒﺖ ﺑﮫ دﺷﻨﺎم
ﮔﻮﺷﻢ ﺳﺨﻦ ﻟﺐ ﺗﻮ ﺑ ْﺸﻨﯿﺪ
اﻓﺘﺎد ﺑﮫ ﺑﻮی داﻧﮫ در دام
دل زﻟﻒ و رخ ﺗﻮ دﯾﺪ ﻧﺎﮔﺎه
ﺑﺮد از دل ﻣﻦ ﻗﺮار و آرام
ﺳﻮدای دو زﻟﻒ ﺑﯽﻗﺮارت
در ﮐﻮی اﻣﯿﺪ ﻣﯽزﻧﻢ ﮔﺎم
ﺑﺎﺷﺪ ﮐﮫ رﺳﻢ ﺑﮫ ﮐﺎم روزی
داﻧﯽ ﭼﮫ ﮐﻨﻢ ﺑﮫ ﮐﺎم و ﻧﺎﮐﺎم؟
ور زاﻧﮑﮫ ﻧﺸﺪ ﻟﺐ ﺗﻮ روزی
در ﻣﯿﮑﺪه ﻣﯽﮐﺸﻢ ﺳﺒﻮﯾﯽ
ﺑﺎﺷﺪ ﮐﮫ ﺑﯿﺎﺑﻢ از ﺗﻮ ﺑﻮﯾﯽ
واﻧﺪر ﺳﺮ زﻟﻒ ﯾﺎر ﺑﺴﺘﻢ
دﺳﺖ از دل ﺑﯽﻗﺮار ﺷﺴﺘﻢ
طﺮه ﯾﺎر ﺑﺮﺷﮑﺴﺘﻢ
ﭼﻮن
ﯾﮑﺒﺎر
ﺑﯽدل ﺷﺪم وز ﺧﻮد ﺑﮫ
ٔ
ھﺴﺘﻢ ز ﻏﻤﺶ ﭼﻨﺎﻧﮑﮫ ھﺴﺘﻢ
ﮔﻮﯾﻨﺪ ﭼﮕﻮﻧﮫای؟ ﭼﮫ ﮔﻮﯾﻢ؟
طﺮه او ﮔﺮﻓﺖ دﺳﺘﻢ
ھﻢ
در دام ﺑﻼ ﻓﺘﺎده ﺑﻮدم
ٔ
ﻏﻤﺰه ﯾﺎر ﻧﯿﻢ ﻣﺴﺘﻢ
ﭼﻮن
ﺳﺎﻗﯽ ﻗﺪﺣﯽ ﮐﮫ از ﻣﯽ ﻋﺸﻖ
ٔ
آﻣﺪ ﮔﮫ آﻧﮏ ﻣﯽﭘﺮﺳﺘﻢ
ﺷﺪ ﻧﻮﺑﺖ ﺧﻮﯾﺸﺘﻦ ﭘﺮﺳﺘﯽ
از ﻣﺤﻨﺖ او ﭼﻮ ﺑﺎز رﺳﺘﻢ
ﻓﺎرغ ﺷﻮم از ﻏﻢ ﻋﺮاﻗﯽ
در ﻣﯿﮑﺪه ﻣﯽﮐﺸﻢ ﺳﺒﻮﯾﯽ
143
ﺑﺎﺷﺪ ﮐﮫ ﺑﯿﺎﺑﻢ از ﺗﻮ ﺑﻮﯾﯽ
In the winehouse with the rascal mates—
sit, drink wine, and be merry!
Recite the secret of the two worlds from the pleasant down of the idol’s cheek—
but don’t reveal it!
I have been seduced by images and beautiful idols
(and) for this reason I am not arriving to the master artist.
As long as I am with myself, I do not know anything of myself;
I wish I was not with my self for even a moment!
I am half-drunk off wine—o cupbearer, bring the sweetmeats and wine
from those sweet lips of yours!
Since the Sufi lodges cannot contain the
dregs-drinkers, wine worshippers, and rascals,

143.There is some confusion over whether the tarji’-band that Qazvini includes in his tazkereh is one
continuous tarji’-band or two separate ones. Nafisi and Qazvini list this poem as one long tarji’-band;
however, Mohtasham in her critical edition splits it into two separate tarji’-bands. See: Fakhr al-Din ‘Erâqi
(Hamadâni), Kolliyât-e ‘Erâqi (ed. Nafisi), 133-40; ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed.
Mohtasham), 91-98, 264-268; ‘Abd al-Nabi Fakhr al-Zamân Qazvini, Tazkereh-ye may-khâneh, 27-56. Also
cited in: Kamâl al-Din Hoseyn Vâ’ez Kâshefi Shirâzi, Badâ’e’ al-afkâr, 74.
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I also renounced asceticism.
Now night and day like a rogue
(Refrain:)
I am drinking a goblet in the winehouse
in hopes that I will catch a whiff of you.
O your face is the banquet-illuminating candle!
Your love is the world-burning fire!
Your fair cheeks are more delightful to the lovers
than a thousand ‘eids and Nowruzs.
Open your lips with a smile.
Show those night-illuminating pearls between your ruby-red lips.
Don’t play crooked with us like your curls.
Teach us nothing but the straight truth from your tall stature.
Beware of those two blood-devouring eyes!
Oh save me from those vindictive locks!144
O cupbearer, give me that soul-enlivening wine!
Take this melancholic heart from me!
That time has passed when I would go to the mosque.
Now I am like the qalandars day and night
(Refrain:)
drinking a goblet in the winehouse
in hopes that I will catch a whiff of you.
O minstrel of love, play your instrument!
For that beloved has not yet become my intimate.
He gives insults instead of kisses,
even though with hundreds of amorous glances and coquetry!
Why should I play this song of love for him in secret
for this secret has revealed?
Whoever did not sacrifice himself for him
were not exalted like his dangling locks.

144.Nafisi has placed this line before the previous line in his edition. I have followed Mohtasham’s ordering
here.
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I am in the chains of my own self—O cupbearer, bring once again
that wine that set me free from myself.
All my life I have remained with my mouth agape like a goblet
such is my desire for that wine.
You said: “search so you may find.”
Now I have begun searching for you
(Refrain:)
in the winehouse, where I am drinking a goblet
in hopes that I will catch a whiff of you.
O my cupbearer! Give me the water of life,
the elixir of eternal life.
Give me wine because life is not obtainable
without the water of life.
Both Khidr and the water of life are embarrassed
when you scatter sugar from your lips and downy cheek.
My ears, like oyster shells, became pearl-gatherers
when you drop pearls from your ruby-red lips.
Do not draw your sword to kill me!
so you don’t become poor of amorous glances and coquetry (i.e., so your coquetry and
amorous glancing won’t get out of practice).
Each moment cast another amorous glance!
Deceive me as only you know how!
I was desirous of your lips,
[but] since fortune did not afford me the opportunity,
(Refrain:)
I am drinking a goblet in the winehouse
in hopes that I will catch a whiff of you.
It is time for merriment! Get up, o my cupbearer!
Give me a goblet of that gay wine!
From your like, tumult (or: the resurrection) arose,
o (beautiful) seducer of the age! Get up!
360

Take the hearts of the mad lovers
and hang them with your long locks.
Shed the blood of our hearts
and then mix it with the dirt at your door’s threshold,
and sharpen your brave amorous glances each moment
so you can spill our blood.
I pined for your lips—since I didn’t
realize my desire with those sugary lips
I made a solemn vow that as long as I can
I will repent from righteousness and abstemity
(Refrain:)
in the winehouse, drinking a goblet
in hopes that I will catch a whiff of you.
O my cupbearer, what can I do with goblets and chalices?
Get me drunk from those sorrow-banishing lips!
Lovers with memories of your lips
have no need for goblets and chalices.
My ears listened to the sweet words of your lips—
they were content with your lips even when they uttered insults.
The heart saw your tresses and visage—
suddenly in hope of getting the bait it fell in the trap.
Love for your disheveled locks
took all peace and stability from my heart.
So I may reach that which I desire one day,
I am strolling in the domain of hope,
and if your lips are not my daily allotment,
do you know what I will do, whether successful or not?
(Refrain:)
I will drink a goblet in the winehouse
in hopes that I will catch a whiff of you!
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I have washed my hands of my restless heart
and affixed it to the tresses of my beloved.
I lost my heart and broke myself
like one of my beloved’s locks.
They asked: “How are you?”
What can I say? I am the way I am from pining for him.
I had fallen in the trap of misfortune,
[but] his curls grabbed my hand.
O my cupbearer, I am half-drunk
from a goblet of love’s wine like the beloved’s coquettish glance.
The time for self-worship was done;
the time had come for me to be a wine-worshipper.
Let me free myself from the pining of ‘Erâqi.
When I have been delivered from his affliction,
(Refrain:)
I will drink a goblet in the winehouse
in hopes that I will catch a whiff of you.

362

‘Erâqi, Poem 41
ﮐﺰ زﺧﻤ ٔﮫ او ﻧﮫ ﻓﻠﮏ اﻧﺪر ﺗﮏ و ﺗﺎز اﺳﺖ
ﺧﻮد ﺟﺎن ﺟﮭﺎن ﻧﻐﻤ ٔﮫ آن ﭘﺮدهﻧﻮاز اﺳﺖ
ﮐﯿﻦ ﭘﺮده ﭼﮫ ﭘﺮدﺳﺖ و درﯾﻦ ﭘﺮده ﭼﮫ راز اﺳﺖ
داﻧﯽ ﮐﮫ ﺣﻘﯿﻘﺖ ز ﭼﮫ درﺑﻨﺪ ﻣﺠﺎز اﺳﺖ
ﭘﺮﯾﺸﺎن ﺳﺮ زﻟﻒ اﯾﺎز اﺳﺖ
ﭘﯿﻮﺳﺘﮫ
ِ
رخ ﺧﻮﺑﺎن ﮐﮫ ھﻤﮫ ﻣﺎﯾ ٔﮫ ﻧﺎز اﺳﺖ
ِ
ِ ﺣﺴﻦ
ﻧﺎزاﺳﺖ ﯾﮑﯽ ﺟﺎی و دﮔﺮ ﺟﺎی ﻧﯿﺎز اﺳﺖ
در ﮐﺴﻮت ﻣﻌﺸﻮق ﭼﻮ آﯾﺪ ھﻤﮫ ﺳﺎز اﺳﺖ
ﺴﻢ دل ﻋﺸﺎق ھﻤﮫ ﺳﻮز و ﮔﺪاز اﺳﺖ
ِ ِﻗ
ھﺮ ره ﮐﮫ ﺟﺰ اﯾﻨﺴﺖ ھﻤﮫ دور و دراز اﺳﺖ
ﺧﻮش ﻣﺴﺘﯿﺶ ھﻤﮫ ﻋﯿﻦ ﻧﻤﺎز اﺳﺖ
ب
ِ ﺧﻮا
ِ
رﻓﺘﻢ ﺑﮫ در ﻣﯿﮑﺪه دﯾﺪم ﮐﮫ ﻓﺮازﺳﺖ
145
در ﺑﺎز ﺗﻮ ﺧﻮد را ﮐﮫ در ﻣﯿﮑﺪه ﺑﺎز اﺳﺖ

ﺳﺎز طﺮب ﻋﺸﻖ ﮐﮫ داﻧﺪ ﮐﮫ ﭼﮫ ﺳﺎز اﺳﺖ
آورد ﺑﮫ ﯾﮏ زﺧﻤﮫ ﺟﮭﺎن را ھﻤﮫ در رﻗﺺ
ﻋﺎﻟﻢ ﭼﻮ ﺻﺪاﺋﯿﺴﺖ ازﯾﻦ ﭘﺮده ﮐﮫ داﻧﺪ
رازﯾﺴﺖ درﯾﻦ ﭘﺮده ﭼﻮ آﻧﺮا ﺑﺸﻨﺎﺳﯽ
ﻣﻌﻠﻮم ﮐﻨﯽ ﮐﺰ ﭼﮫ ﺳﺒﺐ ﺧﺎطﺮ ﻣﺤﻤﻮد
دل ﻋﺸﺎق ﭼﺮا ﺷﺪ
ِ ﻧﯿﺎز
ِ ﻣﺤﺘﺎج
ِ
ﻋﺸﻘﺴﺖ ﮐﮫ ھﺮ دم ﺑﮫ دﮔﺮ رﻧﮓ ﺑﺮآﯾﺪ
در ﺻﻮرت ﻋﺎﺷﻖ ﭼﻮ ﺑﺮآﯾﺪ ھﻤﮫ ﺳﻮزﺳﺖ
ْ زان ﺷﻌﻠﮫ ﮐﮫ از روی
ﺑﺘﺎن ﻋﺸﻖ ﺑﺮاﻓﺮوﺧﺖ
راھﯿﺴﺖ ره ﻋﺸﻖ ﺑﻐﺎﯾﺖ ﺧﻮش و ﻧﺰدﯾﮏ
ب ر ِه ﻋﺸﻘﺴﺖ در آن ره
ِ ﻣﺴﺘﯽ ﮐﮫ ﺧﺮا
در ﺻﻮﻣﻌﮫ ﭼﻮن ﺑﺎر)راه( ﻧﺪادﻧﺪ ﻣﺮا دوش
از ﻣﯿﮑﺪه آواز ﺑﺮآﻣﺪ ﮐﮫ ﻋﺮاﻗﯽ

Who knows which instrument is the instrument of Love’s merriment
whose bow sets the nine spheres in motion, searching?
It brought the whole universe into a dance with one stroke of the bow;
the soul of the world is itself a melody of this musician (pardeh-navâz).
The world is a veiled echo of this tune (pardeh)—who knows
what this song (pardeh) is and what secret is in this tune/veil (pardeh)?
There is a secret in this song/veil (pardeh)—when you come upon it (lit.
experientially know it/beh-shenâsi),
you will understand (dâni) why The Real is in the binds of metaphor (majâz).
You will understand why Mahmud’s mind
is always distraught in the tresses of Ayâz,
(and) why the beauty of the fair ones’ faces—who all are the essence of coquetry—
is in need of the need of the lovers’ hearts.
Love appears each moment in a different color,
in one place coquetry, in another need.
When it appears in the form of the lover, all is painful pining;
when it appears in the garb of the beloved, all is merriment and music.
From that spark that Love struck from the fair faces of the beautiful idols,
the lovers’ hearts are all on fire and melting and withering away.
The path of Love is very close and merry;
any way other than this is long and far.

145.‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 322.
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A drunk that is drunk on the path of Love,
his merry drunken dreams are the very essence of prayer.
Last night when they did not permit us to enter the Sufi lodge,
I went to the door of the winehouse and saw it was shut too.
But then a song arose from within the winehouse:
“‘Erâqi, lose yourself, for the door of the winehouse is open!”
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Qalandari Robâ’i #1 from the Mokhtâr-Nâmeh of ‘Attâr:
ﻧﺎﺧﻮرده ﺷﺮاب در ﺧﺮوش آﻣﺪهاﯾﻢ
دُردی در ِده ﮐﮫ دُردﻧﻮش آﻣﺪهاﯾﻢ

146

ﻣﺎ رﻧﺪان را ﺣﻠﻘﮫ ﺑﮫ ﮔﻮش آﻣﺪهاﯾﻢ
دﺳﺖ از ﺑﺪ و ﻧﯿﮏ و ﮐﻔﺮ و اﺳﻼم ﺑﺪار

We have pierced our ear with the ring of slavery for the rascals!
Without even drinking wine, we have already began creating a commotion.
Don’t deal with good or bad, infidelity or Islam.
Serve the dregs! For we have become dregs-drinkers!
Qalandari Robâ’i #2 from the Mokhtâr-Nâmeh of ‘Attâr:
ﺳﺮ را ﺑَﺪ َِل ﺧﺮﻗﮫ دراﻧﺪاﺧﺘﮫاﯾﻢ
ﮔﺮ ﺧﻮد ھﻤﮫ ﺟﺎن اﺳﺖ ﺑﺮاﻧﺪاﺧﺘﮫاﯾﻢ

147

ﻣﺎ ﺧﺮﻗ ٔﮫ رﺳﻢ از ﺳﺮاﻧﺪاﺧﺘﮫاﯾﻢ
ھﺮ ﭼﯿﺰ ﮐﮫ ﺳ ﱢﺪ راه ﻣﺎ ﺧﻮاھﺪ ﺑﻮد

We have cast off the mantle of tradition.
We have discarded our heads like our cloaks.
Whatever will be an obstacle on our path,
even if our own souls, we have tossed aside .
Qalandari Robâ’i #3 from the Mokhtâr-Nâmeh of ‘Attâr:
دُردی ﮐﺶ و رﻧﺪ و درﺑﺪر ﺧﻮاھﺪ ﺑﻮد
ھﺮ روز ﺑﮫ ﺻﺪ ﻧﻮع ﺑﺘﺮ ﺧﻮاھﺪ ﺑﻮد

148

ﺗﺎ دل ﺑﮫ ﻏﻢ ﻋﺸﻖ ﺗﻮ در ﺧﻮاھﺪ ﺑﻮد
ﺑﺮ ﻟﻮح ﻧﻮﺷﺘﮫاﻧﺪ ﮐﺎﯾﻦ ﺑﯽ ﺳﺮ و ﺑﻦ

As long as the heart is wracked with the pain of love for you,
it will be a dregs-drinker, rascal, and vagrant.
It is written on the tablet of fate that this poor one
each day will become worse in a hundred ways.
Qalandari Robâ’i #4 from the Mokhtâr-Nâmeh of ‘Attâr:
ﺑﯽ ﺻﺒﺮی و ﺑﯽ ﻗﺮارﯾﻢ ﺑﺎر آورد
ﺟﺎن ﺑﺮد و ازﯾﻦ ﻣﺘﺎع ﺑﺴﯿﺎر آورد

149

After love for you took hold of me,
it made me inpatient and unsettled.
146.‘Attâr, Mokhtâr-Nâmeh, 292.
147.‘Attâr, Mokhtâr-Nâmeh, 292.
148.‘Attâr, Mokhtâr-Nâmeh, 292.
149.‘Attâr, Mokhtâr-Nâmeh, 292.
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زاﻧﮕﮫ ﮐﮫ ﻣﺮا ﻋﺸﻖ ﺗﻮدرﮐﺎر آورد
ﺗﺴﺒﯿﺢ و ردا ﺻﻠﯿﺐ و زﻧّﺎر آورد

It brought prayer beads and Sufi mantle, cross and Christian cincture—
it took my soul, and it brought a lot of these things.
Qalandari Robâ’i #5 from the Mokhtâr-Nâmeh of ‘Attâr:
در ﺗﺮﺳﺎﯾﯽ ﮔﻔﺖ و ﺷﻨﻮ ﺧﻮاھﻢ ﮐﺮد
دﺳﺘﺎر ﺑﮫ ﻣﯿﺨﺎﻧﮫ ﮔﺮو ﺧﻮاھﻢ ﮐﺮد

150

در ﻋﺸﻖ ﺗﻮ دﯾﻦ ﺧﻮﯾﺶ ﻧﻮ ﺧﻮاھﻢ ﮐﺮد
ﺎر ﭼﮭﺎرْ ﮐﺮد ﺑﺮﺧﻮاھﻢ ﺑﺴﺖ
ِ ّ زﻧ

By loving you, I will convert to another religion.
I will converse as a Christian.
I will fasten the four-fold cincture around my waist
and pawn my turban in the winehouse!
Qalandari Robâ’i #6 from the Mokhtâr-Nâmeh of ‘Attâr:
ﺧ ّﻤﺎر و ﺧﺮاﺑﺎت ﻧﺸﯿﻦ ﻣﯽﺧﻮاھﺪ
151
دﯾﻮاﻧﮕﯽ ﺗﻮام ﭼﻨﯿﻦ ﻣﯽﺧﻮاھﺪ

ﺳﻮدای ﺗﻮام ﺑﯿﺪل و دﯾﻦ ﻣﯽﺧﻮاھﺪ
ﻣﻦ ﻣﯽﺧﻮاھﻢ ﮐﮫ ﻋﺎﻗﻠﯽ ﺑﺎﺷﻢ ﭼُﺴﺖ

I am in love with you—he wants me without heart or religion;
he wants [me to be] a vintner and haunter of the winehouse.
I want to be a quick, wise man,
[but] I am crazy for you—[and] that is how he wants it.
Qalandari Robâ’i #7 from the Mokhtâr-Nâmeh of ‘Attâr:
152

اﮐﻨﻮن ﻣﻦ و دَر ِد ﻧﻮ و دُردی ﮐﮭﻦ
و اﻣﺮوز ﺑﮫ ﻣﯿﺨﺎﻧﮫ ﺷﺪم ﺑﯽ ﺳﺮ و ﺑﻦ

آن رﻓﺖ ﮐﮫ ﮔﻔﺘﻤﯽ ﻣﻦ از زھﺪ ﺳﺨﻦ
دی ﺳﺮو ﺑُﻦ ﺻﻮﻣﻌ ٔﮫ دﯾﻦ ﺑﻮدم

Those days have passed when I used to talk about asceticism;
now I [have] new pains and old dregs.
Yesterday I was a cyprus tree in the courtyard of a religious Sufi hermitage,
and today I have gone to the winehouse as a broken man.

150.‘Attâr, Mokhtâr-Nâmeh, 292.
151.‘Attâr, Mokhtâr-Nâmeh, 293.
152.‘Attâr, Mokhtâr-Nâmeh, 293.
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Qalandari Robâ’i #8 from the Mokhtâr-Nâmeh of ‘Attâr:
ﺣﯿﺮاﻧﯽ و زﯾﺮ و َزﺑَﺮی ﻣﯽﺧﻮاھﺪ
ﭼﻮن ﯾﺎر ﻣﺮا ﻗﻠﻨﺪری ﻣﯽﺧﻮاھﺪ

153

ﻣﻌﺸﻮﻗﮫ ﻧﮫ ﺳﺮ ﻧﮫ ﺳﺮوری ﻣﯽﺧﻮاھﺪ
ﻣﻦ زاھﺪ ﻓﻮطﮫ ﭘﻮش ﭼﻮن داﻧﻢ ﺑﻮد

The beloved does not want high position or lordship;
he wants bewilderment and destruction.
How would I know how to be a mantle-wearing ascetic
when the friend wants me to be a qalandar!
Qalandari Robâ’i #9 from the Mokhtâr-Nâmeh of ‘Attâr:
154

دﺳﺘﺎر ﺑﮫ ﻣﯿﺨﺎﻧﮫ ﻓﺮو اﻧﺪازم
وﯾﻦ طﺮﻓﮫ ﮐﮫ ھﺮ دو ﮐﻮن در ﻣﯽﺑﺎزم

ﭼﻮن ﺑﺎ ﺳﺮو دﺳﺘﺎر ﻧﻤﯽﭘﺮدازم
اﻧﺪر ھﻤﮫ ﮐﯿﺴﮫ ﯾﮏ درم ﻧﯿﺴﺖ ﻣﺮا

Since I do not pay any attention to head and turban,
I throw my turban down in the winehouse.
There is no money in all my purses—
it is wonder that I gamble away both worlds.
Qalandari Robâ’i #10 from the Mokhtâr-Nâmeh of ‘Attâr:
وﯾﻦ ﺳﺮﺧﯽ روی ﺧﻮد ﺑﮫ زردی ﺑﺪھﻢ
155
ﺳﺠّﺎده ﮔﺮو ﮐﻨﻢ ﺑﮫ دُردی ﺑﺪھﻢ

در ﻋﺸﻖ ﺑﺰرﮔﯿﻢ ﺑﮫ ﺧﺮدی ﺑﺪھﻢ
از ﺻﺎﻓﯽ دﯾﻦ ﭼﻮ ﻗﻄﺮهای ﻧﯿﺴﺖ ﻣﺮا

In love, I give my greatness to the lowliness,
and I give this healthy red to the sickly yellow.
Since there is not even a drop left of the purity of religion for me,
I pawn my prayer carpet for some dregs.
Qalandari Robâ’i #11 from the Mokhtâr-Nâmeh of ‘Attâr:
دوش آﻣﺪ و زﻟﻒ داد در دﺳﺖ ﻣﺮا
156
زﻧّﺎر ﭼﮭﺎرْ ﮐﺮد ﺑﺮ ﺑﺴﺖ ﻣﺮا
The Christian youth who broke my repentance
came last night and placed his tresses in my hand.

153.‘Attâr, Mokhtâr-Nâmeh, 293.
154.‘Attâr, Mokhtâr-Nâmeh, 293.
155.‘Attâr, Mokhtâr-Nâmeh, 293.
156.‘Attâr, Mokhtâr-Nâmeh, 293.
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ﺗﺮﺳﺎﺑﭽﮫای ﮐﮫ ﺗﻮﺑﮫ ﺑﺸﮑﺴﺖ ﻣﺮا
رﻗﺺ ﭼﮭﺎرْ ﮐﺮد ﺑﺮﮔﺸﺖ وﺑﺮﻓﺖ
در
ِ

He did the four-step dance and left.
He fastened the four-fold Christian cincture around my waist.
Qalandari Robâ’i #12 from the Mokhtâr-Nâmeh of ‘Attâr:
ﻧﮫ ﻣﯿﻞ دﻟﻢ ﺑﮫ داوری ﺑﯿﻨﯽ ﺗﻮ
ﺗﺎ ﮔﻤﺮاھﯽ و ﮐﺎﻓﺮی ﺑﯿﻨﯽ ﺗﻮ

157

ﺳﺮ ﻣﻦ َﺳ ِﺮﺳﺮی ﺑﯿﻨﯽ ﺗﻮ
ِ ﻧﮫ در
اﯾﻨﺠﺎ ﮐﮫ ﻣﻨﻢ ﻧﻘﻄ ٔﮫ دردی ﺑﻔﺮﺳﺖ

You will not see desire for lordship in me.
You will not see my heart inclined towards judgement.
Here where I am, send a bit of dregs,
until you see deviation and unbelief!
Qalandari Robâ’i #13 from the Mokhtâr-Nâmeh of ‘Attâr:
ﺳﻮدا ﭼﮫ ﭘﺰی ﮐﮫ ﮐﺎرﺧﺎم اﺳﺖ ﺗﺮا
158
دُردی ﺧﺮاﺑﺎت ﺣﺮام اﺳﺖ ﺗﺮا

ﺗﺎ در ﺑُﻨ ٔﮫ ﺧﻮﯾﺶ ﻣﻘﺎم اﺳﺖ ﺗﺮا
ﺗﺎ ﺻﺎف ﻧﮕﺮدد دﻟﺖ از ھﺮ دوﺟﮭﺎن

As long as you can remain in your place,
what are dreaming up that your work is still raw?
As long as your heart is not pure of both worlds,
the winehouse dregs are illicit for you.
Qalandari Robâ’i #14 from the Mokhtâr-Nâmeh of ‘Attâr:
دُردی درﮐﺶ ﮐﮫ ﻣﺮ ِد ﻣﺎﺋﯽ آﺧﺮ
159
ای رﻧ ِﺪ ﻗﻠﻨﺪری ﮐﺠﺎﺋﯽ آﺧﺮ؟
How long will you remain a hypocritical ascetic?
Drink some dregs so you can finally be our mate!
Our heart aches from hypocritical ascetisim!
O you roguish rascal! Where, oh where are you now?!

157.‘Attâr, Mokhtâr-Nâmeh, 293.
158.‘Attâr, Mokhtâr-Nâmeh, 293.
159.‘Attâr, Mokhtâr-Nâmeh, 293.
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ﺗﺎ ﭼﻨﺪ ز زاھﺪ رﯾﺎﺋﯽ آﺧﺮ
ﻣﺎ را ﺟﮕﺮ از زھﺪ رﯾﺎﺋﯽ ﺧﻮن ﺷﺪ

Qalandari Robâ’i #15 from the Mokhtâr-Nâmeh of ‘Attâr:
روزی ﺻﺪ ره ﺑﮫ دﺳﺖ ﺧﻮد ﺧﻮد را ﮐﺸﺖ
160
ﺗﺎ ﺑﺎز ﮐﻨﻢ ﻗﺒﺎی آدم از ﭘﺸﺖ

از ﺑﺲ ﮐﮫ دﻟﻢ ﺑﺴﻮﺧﺖ زﯾﻦ ﮐﺎردرﺷﺖ
 ﻣﯽ ﻣﻐﺎﻧﮫ ﺧﻮاه از زردﺷﺖ،ﺟﺎﻣﯽ دو

So much has my heart been burnt from this tough work,
it kills itself a hundred times each day.
Ask for a goblet or two of Magian wine from Zoroaster
so I may remove the cloak of Adam from my back.
Qalandari Robâ’i #16 from the Mokhtâr-Nâmeh of ‘Attâr:
161

ﺟﺰ دُر ِد ﻗﻠﻨﺪری اﻣﺎن ﻣﯽ ﻧﺪھﺪ
در ﺻﻮﻣﻌﮫ ھﯿﭻ ﮐﺲ ﻧﺸﺎن ﻣﯽ ﻧﺪھﺪ

زﯾﻦ دَرد ﮐﮫ ﺟﺰ ﻏﺼ ٔﮫ ﺟﺎن ﻣﯽ ﻧﺪھﺪ
آن آه ﺑﮫ ﺻﺪق ﮐﺰ ﻗﻠﻨﺪر ﺧﯿﺰد

For this pain, that causes nothing save sorrow of the soul,
only the qalandari dregs can provide respite.
Those sincere sighs that arise from the qalandars’ lodge,
none alike are ever emitted in the Sufi hermitage.
Qalandari Robâ’i #17 from the Mokhtâr-Nâmeh of ‘Attâr:
ﻋُﺠْ ﺐ آورد و ﺷﻮق وﻧﯿﺎزت ﺑﺒﺮد
ﮐﺎﯾﻦ رﻧ ِﺪ ﻗﻠﻨﺪر از ﻧﻤﺎزت ﺑﺒﺮد

ﮔﺮ زھﺪ ﮐﻨﯽ ﺳﻮز وﮔﺪازت ﺑﺒﺮد
زﻧﮭﺎر ﺑﮫ ﮔﺮد ﻣﻦ ﻣﮕﺮد ای زاھﺪ

162

If you practice asceticism, it will take away your pain and anguish;
it will bring self-conceit and take away passionate desire and need.
Beware, o ascetic! Don’t come around me
for this rogue of the qalandars’ lodge will take you away from your prayers!
Qalandari Robâ’i #18 from the Mokhtâr-Nâmeh of ‘Attâr:
ﻓﺎﻧﯽ ﺷﻮی و ﺑﮫ ﯾﮏ زﻣﺎن ﺑﺎز رھﯽ
ﺗﺎ از ﺑﺪ و ﻧﯿﮏ دو ﺟﮭﺎن ﺑﺎز رھﯽ

163

If you want to be liberated from yourself with no effort,
if you want to be annihilated and liberated in an instant,

160.‘Attâr, Mokhtâr-Nâmeh, 294.
161.‘Attâr, Mokhtâr-Nâmeh, 294.
162.‘Attâr, Mokhtâr-Nâmeh, 294.
163.‘Attâr, Mokhtâr-Nâmeh, 294.
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ﺧﻮاھﯽ ﮐﮫ ز ﺧﻮد ﺑﮫ راﯾﮕﺎن ﺑﺎز رھﯽ
ﺑﺎزار ﻗﻠﻨﺪر ﺑﮕﺬر
ﯾﮏ ﻟﺤﻈﮫ ﺑﮫ
ِ

pass by the bazaar of the qalandar lodge for a moment
so you may be liberated from the good and bad of both worlds.
Qalandari Robâ’i #19 from the Mokhtâr-Nâmeh of ‘Attâr:
از ﺗﻒﱢ دﻟﻢ ﻣﯽ ﺑﮫ ﺻﺒﺎح ای ﺳﺎﻗﯽ
ﻣﺴﺘﯽ و ُﻣﻘﺎﻣﺮی ﺑﺴﯽ ﺑﮭﺘﺮ از آﻧﮏ

ﺟﻮﺷﯿﺪه ﭼﻮ ﮔﺸﺖ ﺷﺪ ﻣﺒﺎح ای ﺳﺎﻗﯽ
ﺑﺮ روی و رﯾﺎ ﮐﻨﯽ ﺻﻼح ای ﺳﺎﻗﯽ

164

O cupbearer! From the heat of my heart the wine in the mornings
boiled [and] thus became licit, o cupbearer!
Drunkenness and gambling are much better
than practicing piety superficially and hypocritically, o cupbearer!
Qalandari Robâ’i #20 from the Mokhtâr-Nâmeh of ‘Attâr:
ھﻢ ﮔﻞ ﺑﮫ ﮔﻼب روی ﺷﺴﺖ ای ﺳﺎﻗﯽ
165
ﮐﯽ ﺗﻮﺑ ٔﮫ ﻣﺎ ﺑﻮد درﺳﺖ ای ﺳﺎﻗﯽ

ﺳﺒﺰه ﺳﺮﻣﺴﺖ ﺑﺮُﺳﺖ ای ﺳﺎﻗﯽ
ھﻢ
ٔ
ﭼﻮن ﯾﺎﺳﻤﻦ ﻟﻄﯿﻒ را ﺷﺎخ ﺷﮑﺴﺖ

Both the drunken greenery has grown, o cupbearer.
and the flowers have washed their faces with rosewater.
Since the branch of delicate Jasmine broke,
how could our repentance be sound or right, o my cupbearer!?
Qalandari Robâ’i #21 from the Mokhtâr-Nâmeh of ‘Attâr:
ﻣﯽ در ده و ﺗﻮﺑﮫ ﺑﺸﮑﻦ و ﭼﻨﮓ ﺑﺴﺎز
166
 رﻓﺘﻢ ﮐﮫ دﮔﺮ ﻧﺎﯾﻢ ﺑﺎز:ﻣﯽﮔﻮﯾﺪ
With flowing water and herbs, o my Tarazi candle,
pour the wine, break [our] repentance, and play your instrument.
Be merry! For the flowing water cries out
[and] says: “I went so I will not come again.”

164.‘Attâr, Mokhtâr-Nâmeh, 294.
165.‘Attâr, Mokhtâr-Nâmeh, 295.
166.‘Attâr, Mokhtâr-Nâmeh, 297.
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ﺑﺮ آب روان و ﺳﺒﺰه ای ﺷﻤﻊ طﺮاز
ﺧﻮش ﺑﺎش ﮐﮫ ﻧﻌﺮه ﻣﯽزﻧﺪ آب روان

Qalandari Robâ’i #22 from the Mokhtâr-Nâmeh of ‘Attâr:
ﻣﺴﺘﺎن ﺷﺒﺎﻧﮫ را ﺷﺮاب اﻧﺪر ده
آوازه ﺑﮫ ﻋﺎﻟﻢ ﺧﺮاب اﻧﺪر ده

ﺳﺎﻗﯽ ﺑﮫ ﺻﺒﻮﺣﯽ ﻣﯽ ﻧﺎب اﻧﺪر ده
ﻣﺴﺘﯿﻢ و ﺧﺮاب در ﺧﺮاﺑﺎت ﻓﻨﺎ

167

Cupbearer, pour the pure wine as a morning draught.
Pour the wine for the drunks that haunt the night.
We are drunk and wasted in the winehouse of self-annihilation—
spread the rumor in the broken world.
Qalandari Robâ’i #23 from the Mokhtâr-Nâmeh of ‘Attâr:
دل از ﺷﺮ و ﺷﻮر در ﺷﺮاب اﻓﺘﺎده
168
در ﮐﻨﺞ ﺧﺮاﺑﺎت ﺧﺮاب اﻓﺘﺎده

ﻣﺎﺋﯿﻢ ﺑﮫ ﻋﻘﻞ ﻧﺎﺻﻮاب اﻓﺘﺎده
آزاد ز ﻧﻨﮓ و ﻧﺎم ﺳﺮ ﺑﺮ ﺧﺸﺘﯽ

We have fallen into misguided reason.
Our hearts have fallen from commotion into the wine.
Liberated from shame and good name,
we have fallen, asleep and drunk in the corner of the winehouse.
Qalandari Robâ’i #24 from the Mokhtâr-Nâmeh of ‘Attâr:
169

وز ﺟﺎم ﭘﯿﺎﭘﯽ ﻟﺒﺎﻟﺐ ﺗﻮﺑﮫ
در ﻣﻮﺳﻢ ﮔﻞ ز ﺗﻮﺑﮫ ﯾﺎرب ﺗﻮﺑﮫ

ھﺮ روز ﺑﺮآﻧﻢ ﮐﮫ ﮐﻨﻢ ﺷﺐ ﺗﻮﺑﮫ
و اﮐﻨﻮن ﮐﮫ ﺷﮑﻔﺖ ﺑﺮگ ﮔﻞ ﺑﺮﮔﻢ ﻧﯿﺴﺖ

Each day I intend to repent at night,
repent from the endless goblets of wine filled to the brim.
But now the flowers have bloomed—I have no provisions.
In the time of flowers, o Lord, repentance from repentance!
Qalandari Robâ’i #25 from the Mokhtâr-Nâmeh of ‘Attâr:
ﺧﻮرﺷﯿﺪ ھﻤﯽ رود ﺳﺮاﺳﯿﻤﮫ ز ﺷﺐ
ﮐﺎﻧﺪر ﺷﮑﻨﺪ ﺗﻤﺎم ﯾﮏ ﻧﯿﻤﮫ ز ﺷﺐ

170

Get up! For the moon is pitching a tent from the night.
The sun is running headlong from the night.

167.‘Attâr, Mokhtâr-Nâmeh, 297.
168.‘Attâr, Mokhtâr-Nâmeh, 297.
169.‘Attâr, Mokhtâr-Nâmeh, 298.
170.‘Attâr, Mokhtâr-Nâmeh, 299.
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ﺑﺮﺧﯿﺰ ﮐﮫ ﻣﺎه ﻣﯽزﻧﺪ ﺧﯿﻤﮫ ز ﺷﺐ
ﺷﻤﻊ آر و ﺷﺮاب و ﻧُﻘﻞ و ﺧﻨﺪان ﺑﻨﺸﯿﻦ

Bring a candle, wine, and sweetmeats, and sit merrily—
the full moon is disappearing at midnight!
Qalandari Robâ’i #26 from the Mokhtâr-Nâmeh of ‘Attâr:
171

ﻓﺎرغ ز ﻓﺴﺎد و اﯾﻤﻦ از َﮐﻮْ ن دھﯿﺪ
ﻧﯽ َﻣﯽ ﺑﮫ دﺳﺖ ﻓﺮﻋَﻮْ ن دھﯿﺪ
ِ ْﻓﺮﻋَﻮ

ﺑﺎده ﺧﻮشﻟَﻮْ ن دھﯿﺪ
ٔ ﯾﮏ دم ﺑﮫ طﺮب
ﻓﺮﻋﻮن ھﻮا
ﺗﺎ ﻏﺮﻗﮫ ﺷﻮد در آب
ِ

Just once give the beautifully-colored wine mirthfully.
Go beyond the corruption and security of the universe.
So you drown the pharaoh of desire in water,
give the pharaonic goblet of wine to the pharaoh.
Qalandari Robâ’i #27 from the Mokhtâr-Nâmeh of ‘Attâr:
 از ﺑﮭﺮ ﺧﺮاﺑﯽ در ده، ﻣﯽ،ﺟﺎﻣﯽ دو
زان ﭘﯿﺶ ﮐﮫ ﺧﺎک ﮔﺮدد آﺑﯽ در ده

172

O qalandari Turk! Pour some wine!
Pour a goblet or two of wine to get us wasted!
And give this greedy prisoner of the transient world
some water before he turns to dust.

171.‘Attâr, Mokhtâr-Nâmeh, 300.
172.‘Attâr, Mokhtâr-Nâmeh, 300.
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ای ﺗﺮک ﻗﻠﻨﺪری ﺷﺮاﺑﯽ در ده
وﯾﻦ ﺑﺴﺘ ٔﮫ ﺣﺮص ﻋﺎﻟﻢ ﻓﺎﻧﯽ را

Appendix II
Early Persian Poetic Terminology, A Review of the Sources
The following is a detailed overview of the earliest discussions of Persian genres and
thematic categories, which I summarize briefly in the first chapter of this study.

(1) The first extant discussion of Persian poetics occurs in Kaykâvus ebn Voshmgir’s
Qâbus-Nâmeh (completed 1082)—a work in the “mirror for princes” genre that also contains
two chapters treating topics related to poetry. In this work Kaykâvus discusses poetry in
terms of the following thematic categories: madh (pangyric), ghazal (love), hejâ (invective,
lampoon, satire), marsiyat (elegy), zohd (ascetic, religious-homiletic), and towhid (divine unity). Also, he mentions poems on the topics of lover’s unity (vesâli), separation (ferâqi), blame
(malâmat), reproach (towbikh, ‘etâb), seasons (winter/zemestâni, spring/bahâri, summer/
tâbestâni, fall/khazâni), “old age and reproach of the world,” “women or in praise of wine
and wine drinkers,” and “making war, shedding blood, and in praise of brigands.”1 It is not always clear when he is discussing these thematic categories whether he is referring to constituent thematic sections (ma’nâ) of a larger polythematic poem or monothematic poems. He
mentions “those eloquent words that you say in poetry on madh and ghazal and hejâ...” (ân
sokhan keh gu’i andar she’r dar madh va ghazal...) and later refers to poetry “on zohd and
towhid” (bar zohd va towhid). In some cases, it seems that he is referring to specific thematic
types of poetry, such as in the preceding example of zohd or towhid, or when he discusses “a
panegyric” (madhi) (the indefinite indicating that he sees this as a distinct thematic type of

1.

Kaykâvus ebn Voshmgir, Qâbus-Nâmeh, 189-95. Also, see Lewis’ discussion of this material here: Lewis,
“Reading, Writing and Recitation,” 50-53; Lewis, “The Transformation of the Persian Ghazal,” 132.
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poetry and not just a section in a larger polythematic poem) and poems (sorud, do beyti) on
the seasons, “old age and reproach of the world,” “women or in praise of wine and wine
drinkers,” “making war, shedding blood, and in praise of brigands.”2

(2) Nezâmi ‘Aruzi, writing in 1157 in his Chahâr Maqâleh, employs the words madh (panegyric), hajv/hejâ (satire, invective), and habsiyât (prison poems) in reference to poetry.3 In a
couple of cases at least, he seems to understand madâ’eh as a thematic category, using it in
the context of discussing the poetry of Rudaki and the masnavi of Ferdowsi (“ash’âr-e Rudaki va masnavi-ye Ferdowsi va madâ’eh-e ‘Onsori”) and collectively referring to a set of panegyrics with the plural of madh again later.4 ‘Aruzi’s use of hajv/hejâ occurs in reference to
Ferdowsi’s purported satire of Mahmud, and he mentions the term habsiyât when he briefly
discusses Mas’ud Sa’d Salmân (and he seems to include poems of both the do-beyti and
qasideh forms in this thematic category).5 It is also interesting to note that he remarks that poets need to know the different “styles and types of poetry (toroq va anvâ’-e she’r)”—a suggestive comment that is similar to similar remarks by Khâqâni, Sa’di, and Kâshefi, but is unfortunately too vague to be of much utility here.6

(3) The next important discussion of Persian poetry occurs in Râduyâni’s Tarjomân albalâgheh (w. before 1113). Although his work is primarily focused on poetic devices, he does
at times discuss poetry in thematic terms. He has a couple of chapters discussing poetic devices specific to panegyric poetry (madh) (specifically, al-madh al-movajjah and ta’kid al-

2.
3.
4.
5.
6.

Kaykâvus ebn Voshmgir, Qâbus-Nâmeh, 191.
‘Aruzi Samarqandi, Chahâr maqâleh va ta’liqât, 105, 127, 134, 138, 150, 158.
‘Aruzi Samarqandi, Chahâr maqâleh va ta’liqât, 104-105, 127.
‘Aruzi Samarqandi, Chahâr maqâleh va ta’liqât, 150-151, 158.
‘Aruzi Samarqandi, Chahâr maqâleh va ta’liqât, 128.
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madh bi-mâ yoshbihu al-dhamm) and an ambiguous reference to “ghazal” which is unclear
whether he means a separate form, thematic category, or amatory introit of the qasideh, as
Lewis notes.7 His 69th chapter on “fi al-kalâm al-jâme’” also treats the topic of “poetry
adorned with homiletics, wisdom, and complaint of the times” (she’r ârâsteh gardânad beh
hekmat va mow’ezeh va shekâyat-e ruzgâr).8 However, it seems he understands the inclusion
of these themes as a literary figure/device that appears in a larger poem and not a thematic
genre, per se.

(4) Written shortly after Râduyâni’s treatise is the similarly important work on Persian poetics
by Rashid al-Din Vatvât, entitled Hadâ’eq al-sehr fi daqâ’eq al-she’r (c. 1155). He mentions a number of different thematic categories in his work, and his concluding section in particular is especially noteworthy in this regard. In this section, he provides brief definitions of
the following thematic terms: “madh va madih va medhat,” which he says mean “praise”
(âfarin), and “hajv va hejâ,” which he says mean “reproach/imprecation” (nafrin).9 He also
mentions an elegy (marsiyeh) of Esmâ’el-e ‘Ebâd,10 and the “poems” (ash’âr) of Mas’ud
Sa’d Salmân that he composed “dar habs” (in prison or on prison).11 Like other poetic treatises both before and after his, he mentions the thematic categories of madh/sanâ/âfarin, hajv/
nafrin, zamm, hekmat, mow’ezat, and shekâyat-e ruzgâr when discussing poetic figures/devices relevant to these themes12 and, in the case of madh, also several times in descriptions of

7.
8.

al-Râduyâni, Tarjomân al-balâgheh, 53, 76-78, 81-82.
al-Râduyâni, Tarjomân al-balâgheh, 130-33. Also see Lewis’ discussion: Lewis, “Reading, Writing and
Recitation,” 60-61. Beeleart, reviewing both Persian and Arabic manuals on this figure of speech, claims
that it is possible that this is a Persian innovation. See: Beelaert, A Cure for Grieving, 34 n19.
9. Vatvât, Divân-e Rashid al-Din Vatvât Saʻid bâ ketâb-e hadâ’eq al-sehr fi daqâ’eq al-sheʻr (ed. Nafisi), 705.
10. Vatvât, Divân-e Rashid al-Din Vatvât Saʻid bâ ketâb-e hadâ’eq al-sehr fi daqâ’eq al-sheʻr (ed. Nafisi), 648.
11. Vatvât, Divân-e Rashid al-Din Vatvât Saʻid bâ ketâb-e hadâ’eq al-sehr fi daqâ’eq al-sheʻr (ed. Nafisi), 702.
12. Vatvât, Divân-e Rashid al-Din Vatvât Saʻid bâ ketâb-e hadâ’eq al-sehr fi daqâ’eq al-sheʻr (ed. Nafisi),
655-658, 687, 698-701.
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poems he is introducing into the text.13 Also noteworthy is that it is clear—as Lewis notes in
his analysis of this text—that Vatvât still understands the “ghazal” as one of the potential
“themes” (ma’nâ) that poets can employ in the introit (tashbib) of the qasideh and a term
which, according to Vatvât in his concluding section on terminology, operates as synonymous
with nasib and tashbib in referring to the amatory introit of the qasideh.14

(5) Although the Mokhtâr-Nâmeh (c. ca. late twelfth-early thirteenth century) of ‘Attâr (d.
ca. 1221) is not the first known thematically-organized collection of robâ’iyât, it is the earliest anthology of this type that remains extant in its entirety.15 In this work, ‘Attâr organized a
selection of his robâ’iyât into fifty thematic chapters. ‘Attâr’s thematic division is noteworthy
for what it reveals about the ways in which poets of this period understood thematic genres
and sub-genres more generally. Moreover, as I noted earlier, his division of the robâ’iyât in
the Mokhtâr-Nâmeh shares important similarities with the thematic divisions and order of
other thematically-arranged collections of poetry from the early period. These similarities indicate that his thematic categorization was not idiosyncratic or exclusive to the formal genre
of the robâ’iyât, but rather was part of a broader understanding of poetic genres that cut
across formal boundaries in the early Persian poetic system.
In his introduction to the Mokhtâr-Nâmeh,16 ‘Attâr states that the reason he undertook

13. Vatvât, Divân-e Rashid al-Din Vatvât Saʻid bâ ketâb-e hadâ’eq al-sehr fi daqâ’eq al-sheʻr (ed. Nafisi), 672,
703.
14. Vatvât, Divân-e Rashid al-Din Vatvât Saʻid bâ ketâb-e hadâ’eq al-sehr fi daqâ’eq al-sheʻr (ed. Nafisi), 651,
705.Also see Lewis’ discussion: Lewis, “Reading, Writing and Recitation,” 61-62; Lewis, “The
Transformation of the Persian Ghazal,” 132.
15. The first known thematic collection of poetry is a compilation of robâ’iyât (quatrains) from various poets
produced by Abu Hanifeh ‘Abd al-Karim b. Abi Bakr near the end of the twelfth century for the Seǉuk
Mohyi al-Din Mas’ud b. Qılıč Arslan in Ankara. Unfortunately, only selections of this work have survived,
according to Hellmut Ritter, and in any case, the manuscript was not accessible to the author (Ritter,
“Philologika XI. Maulānā Galāladdīn Rūmī und sein Kreis,” 245; Ritter, “Philologika XVI. Farīduddīn
‘Aṫṫār. IV,” 195). I want to thank Austin O’Malley for drawing my attention to this work and, especially,
for helping me with the German.
16. The foregoing discussion of ‘Attâr’s Mokhtâr-Nâmeh and his introduction to this work is focused primarily
on its implications for understanding concepts of genre in early Persian poetry. For more detailed
information on the Mokhtâr-Nâmeh, see Shafi’i Kadkani’s introduction to his edition of the work: Shafi’i-
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the project of compiling and organizing his robâ’iyât was that while there were a great number of robâ’iyât that already appeared in his divân, “seekers” were not deriving any benefit
from them because they were difficult to find and record. He therefore set about making a selection of them and organizing them into fifty thematic chapters.17 While the vast majority of
the chapters treat exceedingly specific topics (e.g., “On themes that are connected to the candle,” “On themes that are connected to flowers,” “On speaking in the language of the moth
with the candle,” amongst others),18 it is also clear that many of these highly specific thematic
chapters are part of larger thematic groupings of chapters.19 For example, ‘Attâr dedicates
four chapters to the topic of “divine unity” (towhid); however, he treats this theme from a different perspective in each chapter (see footnote for full list).20 Similarly, there are twelve
chapters that treat different aspects of the topic of “the beloved” (ma’shuq),21 two chapters
that specifically elaborate themes related to “the lover” (‘âsheq),22 and another five-thirteen

17.
18.
19.

20.

21.

22.

Kadkani, “Moqaddameh.” For more detailed information specifically on ‘Attâr’s introduction to the
Mokhtâr-Nâmeh, see chapter 1 of: O’Malley, “Poetry and Pedagogy.”
‘Attâr, Mokhtâr-Nâmeh, 70-71. It should be noted that ‘Attâr also indicates that he did not put all of his
robâ’iyât into the Mokhtâr-Nâmeh. After making a selection and putting those into the Mokhtâr-Nâmeh, he
then left the remainder of his robâ’iyât in his divan.
For full list of the chapters, see: ‘Attâr, Mokhtâr-Nâmeh, 72-74.
Benedikt Reinert also has observed that the more specific categories of the Mokhtâr-Nâmeh can be grouped
into a smaller number of more general categories; however, we may disagree on the exact number of these
more general categories and which chapters should be included in each category. It is unclear though
because he does not give specific chapter names nor does he indicate which edition of the Mokhtâr-Nâmeh
he is working from (and the numbers he gives do not seem to correspond to Shafi’i Kadkani’s edition of the
Mokhtâr-Nâmeh that I am working from) (Reinert, “AṬṬĀR, FARĪD-AL-DĪN”).
“On the unity of God (Exalted be His Rank)”/“ ;در ﺗﻮﺣﯿﺪ ﺑﺎری ﻋﺰّ ﺷﺄﻧﻪOn themes that are connected to divine
unity”/“ ;در ﻣﻌﺎﻧﯽﯾﯽ ﮐﻪ ﺗﻌﻠﻖ ﺑﻪ ﺗﻮﺣﯿﺪ داردOn the explication of divine unity in the words of seclusion(?)”/در
“ ;ﺑﯿﺎن ﺗﻮﺣﯿﺪ ﺑﻪ زﺑﺎن ﺗﻔﺮﯾﺪOn the explication of the passing away of divine unity and self-annihilation in
seclusion”/ ;در ﺑﯿﺎن ﻣﺤﻮ ﺷﺪهی ﺗﻮﺣﯿﺪ و ﻓﺎﻧﯽ در ﺗﻔﺮﯾﺪand “On the explication of whatever is not divine unity is
non-existence and effacement”/در ﺑﯿﺎن آﻧﮑﻪ ﻫﺮ ﭼﻪ ﻧﻪ ﺗﻮﺣﯿﺪ ﻗﺪم اﺳﺖ ﻫﻤﻪ ﻣﺤﻮ و ﻋﺪم اﺳﺖ.
Below is the full list of twelve chapters on the topic of “the beloved” ()ﻣﻌﺸﻮق: “On showing desire to the
beloved”/“ ;در ﺷﻮق ﻧﻤﻮدن ﺑﻪ ﻣﻌﺸﻮقOn separating from the beloved”/“ در ;ﻓﺮاﻏﺖ ﻧﻤﻮدن از ﻣﻌﺸﻮقOn when one
does achieve union with the beloved”/“ ;در آﻧﮑﻪ وﺻﻞ ﻣﻌﺸﻮق ﺑﻪ ﮐﺴﯽ ﻧﺮﺳﺪOn complaining about the beloved”/
“ ;در ﺷﮑﺎﯾﺖ ﮐﺮدن از ﻣﻌﺸﻮقOn thanking the beloved”/“ ;در ﺷﮑﺮ ﻧﻤﻮدن از ﻣﻌﺸﻮقOn descriptions of the arrival
of the beloved”/“ ;در ﺻﻔﺖ آﻣﺪن ﻣﻌﺸﻮقOn descriptions of the face and tresses of the beloved”/در ﺻﻔﺖ روی و
“ ;زﻟﻒ ﻣﻌﺸﻮقOn descriptions of the eyes and eyebrows of the beloved”/“ ;در ﺻﻔﺖ ﭼﺸﻢ و اﺑﺮوی ﻣﻌﺸﻮقOn
descriptions of the fresh beard and beauty mark of the beloved”/“ ;در ﺻﻔﺖ ﺧﻂ و ﺧﺎل ﻣﻌﺸﻮقOn descriptions
of the lips and mouth of the beloved”/“ ;در ﺻﻔﺖ ﻟﺐ و دﻫﺎن ﻣﻌﺸﻮقOn descriptions of the waist and stature of
the beloved”/“ ;در ﺻﻔﺖ ﻣﯿﺎن و ﻗﺪ ﻣﻌﺸﻮقOn the coquetry, infidelity, and disease (love-sickness) of the
beloved”/در ﻧﺎز و ﺑﯽوﻓﺎﯾﯽ و ﺑﯿﻤﺎری ﻣﻌﺸﻮق.
“On the description of the helplessness and impotence of the lover”/ در ﺻﻔﺖ ﺑﯿﭽﺎرﮔﯽ و ﻋﺠﺰ ﻋﺎﺷﻖand “On the
description of the pain of the lover”/در ﺻﻔﺖ دردﻣﻨﺪی ﻋﺎﺷﻖ.
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additional chapters that treat related love themes.23 These two more general categories of
chapters on “divine unity” and love themes are also joined by groups of chapters on the interrelated topics of praise of the Prophet Mohammad (chapter two) and his companions (chapter
3), and then—after the group of chapters on “divine unity” (chapters one,24 four to seven)—
there is another set of chapters that treat various topics broadly associated with Sufi spiritual
concerns (chapters eight to twenty-eight, forty-nine).25 The thematic foci and order of these
larger thematic groupings of chapters are quite similar to the content and order of the thematic divisions of the earliest, non-alphabetically-arranged manuscripts of the divâns of Sanâ’i,
‘Attâr, and ‘Erâqi as well.
For the purposes of the present study, the most important feature of the thematic divisions in ‘Attâr’s Mokhtâr-Nâmeh is his designation of one of the chapters as “on qalandariyât
and khamriyât poetry” (dar qalandariyât va khamriyât).

(6) Mohammad ‘Owfi’s Lobâb al-albâb (c. 1221) is an interesting work for a number of reasons. ‘Owfi quite readily uses formal genre terms (qasideh, ghazal, robâ’i, do beyt, qet’eh,
masnavi, and tarâneh) throughout his work, but he also employs a rich array of thematic

23. The reason for the rather inexact range provided here is that many of the chapters that treat “Sufi spiritual
concerns” also contain love poetry. See footnote 25 immediately below on this point. However, I would
definitely put the following chapters firmly in the more general love category: “On themes that are
connected to flowers” /در ﻣﻌﺎﻧﯽ ﮐﻪ ﺗﻌﻠﻖ ﺑﻪ ﮔﻞ دارد, “On themes that are connected to the morning”/در ﻣﻌﺎﻧﯽ ﮐﻪ
ﺗﻌﻠﻖ ﺑﻪ ﺻﺒﺢ دارد, “On themes that are connected to the candle”/در ﻣﻌﺎﻧﯽ ﮐﻪ ﺗﻌﻠﻖ ﺑﻪ ﺷﻤﻊ دارد, “On speaking in
the language of the moth with the candle/در ﺳﺨﻦ ﮔﻔﺘﻦ ﺑﻪ زﺑﺎن ﭘﺮواﻧﻪ ﺑﺎ ﺷﻤﻊ, “On Speaking in the language of
the candle”/در ﺳﺨﻦ ﮔﻔﺘﻦ ﺑﻪ زﺑﺎن ﺷﻤﻊ. Reinert also places the chapter “On qalandariyât and khamriyât”/در
 ﻗﻠﻨﺪرﯾﺎت و ﺧﻤﺮﯾﺎتin the category of chapters on the theme of love (Reinert, “AṬṬĀR, FARĪD-AL-DĪN”). I
certainly agree that the qalandariyât and khamriyât are deeply connected to love (ghazal) poetry as we have
seen in the case of Sana’i’s qalandariyât.
24. Chapter 1, “On the unity of God (Exalted be His Rank)”/در ﺗﻮﺣﯿﺪ ﺑﺎری ﻋﺰّ ﺷﺄﻧﻪ, is placed before the chapters
on Prophet Muhammad and his companions because it treats the theme of “divine unity” in reference to
God, who must be treated first.
25. Several of these chapters on “Sufi spiritual concerns” contain love themes as well. Love themes pervade
Sufi poetry so it is impossible to neatly separate the category of chapters with love themes from those that
focus more on Sufi spiritual matters. There are chapters that more clearly focus on one or the other theme,
but more detailed work needs to be done on the poetry of this work in order to reach more specific
conclusions. For the purposes of the present work, these details are not important. The general point
remains that we see evidence in ‘Attâr’s thematic division of his poems in this work that poets in this period
had these genres and sub-genres (especially, the qalandariyât) in mind when composing their poetry and
therefore we are justified in discussing the qalandariyât as a genre.
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terms for describing poetry. Often times it is relatively clear that he is referring to isolated
thematic units within larger poems; other times, however, he seems to be explicitly discussing
thematic types of poetry. In this work, ‘Owfi writes brief introductions for each of the poets
that he includes in his anthology and frequently in these discussions he employs thematic categories to describe the types of poetry for which each poet is famous. For example, when introducing Kesâ’i Marvazi (d. ca. 1000-1), he claims that “most of his poems are on asceticism (zohd) and homily (va’z), and the virtues (manâqeb) of the house of prophecy,” but he
also mentions that he composed panegyric (madh), elegy (marsiyat), and poetry on wine,
apology (‘ozr), narcissuses, and a washboy (gâzor-bachcheh) as well.26 In his discussion of
another early poet, Khosrowi Sarakhsi (d. before 1005), he asserts that his poetry is “full of
hekmat,” although his citation of several excerpts from panegyrics after this statement indicates that his hekmat poetry occurred in panegyrics.27 Similarly, when discussing Abu al-Faraj
al-Runi (d. after 1102), he says “most of his poems are on panegyric” (qasâ’ed-e u aksar dar
madh ast),28 and, in contrast, “most of the poems” of Abu Bakr al-Balkhi al-Vâ’ezi (d. ?) “are
towhid [poems] and [on] the virtues of the companions of the prophet and selected friends.”29
In his introduction to Suzani (d. 1166 or 1173), ‘Owfi asserts that he focused more on satires
(hazliyât), although he did also compose “two or three qasideh-ye towhid.”30 Later he relates
that “most of [Khâqâni’s] poetry is on jedd (serious matters), wisdom (hekmat), description of
the Ka’ba and desert bedouins, and praise (na’t) of the prophet.”31 Although there is still some
ambiguity in a few of these instances (e.g., the latter terms mentioned in discussion of
Kesâ’i), it seems clear from ‘Owfi’s discussion of the types of poetry that are associated with

26.
27.
28.
29.
30.
31.

‘Owfi, Lobâb al-albâb, 415-18.
‘Owfi, Lobâb al-albâb, 399-400.
‘Owfi, Lobâb al-albâb, 590.
‘Owfi, Lobâb al-albâb, 685.
‘Owfi, Lobâb al-albâb, 550-55.
‘Owfi, Lobâb al-albâb, 573.
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each poet that the aforementioned thematic categories are capable of functioning as names for
both thematic types of poetry and isolated thematic units within larger polythematic poems.
Additionally, ‘Owfi several times uses thematic categories in an adjectival sense to
modify formal genres of poetry. For example, he mentions a “divine unity qasideh” (qasidehye towhid) when discussing ‘Attâr,32 a “spring qasideh” (qasideh-ye rabi’i) in his section on
Hâtemi Haravi,33 and a “self-praise qasideh” (qasideh-ye mofâkherati) written by Sultan ‘Alâ’
al-Din Abbâsi.34 He also mentions the following thematic topics in various places in his introductions and discussions of poets: poetry on wine, hunting, battlefields, fortresses, swords,
pens, fruits (apple, pomegranate), horses, winter, flowers, nuts, snow, fire, bakers boy (kâkpazi), patience, and bloodletting (fasd). Lastly, as Lewis points out in his discussion of this
work, he uses the term ghazaliyât at least twice too and the phrase “on love” (dar ghazal) at
least once (indicating he understands the term ghazal primarily as a theme, not a form).35

(7) The next important poetic treatise is the al-Mo’jam fi ma’âyir-e ash’âr-e al-‘ajam of
Shams-e Qays al-Râzi (written between 1220-1232). In this work he mentions lines “on ele-

32.
33.
34.
35.

‘Owfi, Lobâb al-albâb, 669.
‘Owfi, Lobâb al-albâb, 81.
‘Owfi, Lobâb al-albâb, 84-85.
‘Owfi, Lobâb al-albâb, 76, 657. The term “ghazal” is still flexible enough for ‘Owfi to say that a qasideh is
made of lines of both madh and ghazal (i.e., love theme), and there are several examples in his text where
he explicitly introduces amatory introits to qasidehs as a “ghazals.” Although I did not attempt a systematic
review of all of the poems that ‘Owfi introduces in his text as “ghazals,” I did review the sections of several
prominent poets and found the following examples in which ‘Owfi labels a poem as “ghazal,” but,
according to editors of the divans of these poets, these “ghazals” are actually the amatory introit to longer
qasidehs: (1) “ghazals” of Amir Mo’ezzi (‘Owfi, Lobâb al-albâb, 447-49), which according to both editions
of Mo’ezzi’s divan, are the introits of panegyric qasidehs. See: Mo’ezzi, Kolliyât-e Divân-e Amir Mo’ezzi
(ed. Qanbari), 162-163, 565-566; Mo’ezzi, Divân-e Amir Mo’ezzi (ed. Âshtiyâni), 174-176, 648-650. And,
(2) the “ghazal” of Abu al-Faraj Runi (‘Owfi, Lobâb al-albâb, 593), which according to Mahmud Mahdavi
Dâmghâni, is the introit to a panegyric qasideh (note: there are some intervening lines in Dâmghâni’s
edition). See: Runi, Divân-e Abu al-Faraj Runi (ed. Dâmghâni), 30-31. It is possible that ‘Owfi may
genuinely have thought that these were “ghazals” in a formal sense if they were circulating in his time
period as separate poems (which raises other interesting questions!). It is difficult (if not impossible) to
know the answer to this question, but it does at least strengthen the possibility that the “ghazal” in ‘Owfi’s
understanding of the term was still more of a thematic rather than a formal category. See also: Lewis,
“Reading, Writing and Recitation,” 62-63.
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gy” (dar marsiyeh),36 “panegyric” (madh, madh va âfarin),37 ghazal, satire/invective (hazl,
hajv),38 praise of prophet (na’t),39 and “complaint of the times” (shekâyat-e ruzgâr),40 and the
writing of poetry “on asceticism (zohd) and homily (mow’ezat) for the carnal self and praise
and sanctification of God.”41 At times it is clear that he is referring to specific themes within a
poem, but other times it seems he is using these terms in a more categorically sense of a distinct thematic genre. On that note, it is important to point out here that when Shams-e Qays
discusses “madh and âfarin,” he discusses it in the context of the type of panegyric that
Bahrâm Gur purported presented in the court of Khosrow Parviz. Shams-e Qays specifies that
this “madh and âfarin” was in prose (nasr) and was not poetic verse (manzum) in the way
Persians in the early period of New Persian Poetry understood the term “poetry” (nazm,
she’r).42 Despite this very significant formal difference, he still uses the term madh, indicating that these thematic categories were flexible enough in Shams-e Qays’ mind that he could
even employ them with non-poetic forms of writing.
Another important discussion that appears in al-Mo’jam is Shams-e Qays’ treatment
of the ghazal. Lewis has previously examined the well-known section where he defines the
ghazal and concluded that Shams-e Qays makes it clear that the ghazal has developed by this
point into an “independent form” of sorts.43 Other sections support this view too, especially
when he lists the “ghazal” as one of the “types (ajnâs) of poetry (she’r) and types (anvâ’) of
poetic composition (nazm),” alongside a wide range of other literary terms, including: nasib,
tashbib, robâ’i, mozdavaj, mosarra’, moqaffâ, mahdud, mojamma’, beyt-e qasideh, loghaz,

36.
37.
38.
39.
40.
41.
42.
43.

Qays al-Râzi, al-Mo’jam, 223, 411.
Qays al-Râzi, al-Mo’jam, 225, 311, 335, 365, 367-369, 402, 411-413, 417-419, 451.
Qays al-Râzi, al-Mo’jam, 226, 367, 373, 411, 454-455.
Qays al-Râzi, al-Mo’jam, 406.
Qays al-Râzi, al-Mo’jam, 226, 467.
Qays al-Râzi, al-Mo’jam, 225.
Qays al-Râzi, al-Mo’jam, 225.
Lewis, “Reading, Writing and Recitation,” 63-64; Lewis, “The Transformation of the Persian Ghazal,” 133.
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mo’ammâ, motakallaf, and matbu’ (it is interesting that some of these show up in robâ’i collections as categories).44 However, to what extent this “independent form” is defined by formal characteristics is not entirely clear. The only defining characteristics that Shams-e Qays
provides in his brief definition of the ghazal are that it is monothematic in its focus on love
themes and that it is a “shortened” poem (maqsur)—that is, presumably, “shortened” or “cutoff” (as Lewis translates it) in comparison to the longer and frequently polythematic qasideh
(which he discusses in the following paragraph as composed of “different themes and descriptions of madh, hejâ, shokr, shekâyat, and others”).45 Moreover, as Lewis too notes,
Shams-e Qays also later mentions the “ghazal” several times in reference to the amatory introit of the qasideh, which points to the continuing flexibility of this term in this period.46
The last section of Shams-e Qays work that I would like to draw the reader’s attention
to is a long section in the conclusion of his treatise in which he discusses the different “types
of discourse and forms of poetry,” such as:
romantic and erotic introits, praise (madh) and dispraise, encomium (âfarin)
and imprecation, gratitude and grievance, stories and tales, question and reply,
wrath and reconciliation, haughtiness and humility, disdain and forbearance;
the mention of regions and customs, the descriptions of the heavens and the
stars, the depiction of flowers and streams, the reporting of winds and rainstorms, the similes of night and day and descriptions of steeds and arms; stories of war and battle and the arts of congratulation and consolation in the
manner of the most excellent and learned of the poets and the most poetic of
the excellent and learned. In the movement from theme to theme and the substitution of one figure (fann) for another, he should consider a graceful conclusion and an elegant inception obligatory. He should strive to the utmost to consider the degrees of those whom he praises. He ought not to praise kings and
sultans except with royal terms of description such as those mentioned in the
chapter on hyperbolic description. Ministers and princes he should praise for
prodigies of the sword and pen and the drum and banner; sayyids and the ‘ulama for nobility of descent and purity of lineage, for abundant culture and plenteous learning, for untainted honor and great merit. Let him describe the asceticism and repentance of the ascetics and pious, and their attention to the

44. Qays al-Râzi, al-Mo’jam, 342, 416, 419.
45. Qays al-Râzi, al-Mo’jam, 226, 418-419.
46. Qays al-Râzi, al-Mo’jam, 411, 416-419, 423.
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glory and majesty [of God].47
The picture that emerges from this selection is that there was a great deal of variety in the thematic types of poetry that existed. Some of these thematic concerns we see echoed in other
accounts described above and below (e.g., zohd, jang, madh, descriptions of various objects
and phenomena).

(8) ‘Attâr was not the only poet to thematically arrange a collection of robâ’iyât. The thirteenth-century poet Jamâl al-Din Khalil Shervâni compiled over 4,139 robâ’iyât from three
hundred different poets into his Nozhat al-Majâles (c. middle of thirteenth century) and organized them into seventeen chapters (bâb) and ninety-six subsections (namat) on the basis on
poetic theme.48 The order and content of this work’s thematic sections is similar in important
ways to ‘Attâr’s Mokhtâr-Nâmeh. It has larger chapters on broad poetic themes such as wine,
love, and the beloved with smaller subsections on more detailed sub-themes (e.g., on the cupbearer, private prayers, “the wine drinking of the beloved,” amongst many others). However,
since Shervâni’s compilation does have more than twice as many thematic categories as ‘Attâr’s work, it is not surprising that he has both even more detailed subsections on the same
topics as ‘Attâr and also several sections/subsections on topics that are not covered at all in
‘Attâr’s compilation, such as poems on spring and fall, different musical instruments (e.g.,
separate categories for “ney va daf” and “chang va ney va gheyrehomâ”), panegyric poems,

47. I have used Clinton’s translation of this passage with a few minor changes: Clinton, “Shams-i Qays on the
Nature of Poetry,” 107-08. The Persian text is below (Qays al-Râzi, al-Mo’jam, 448):
و ﺑﺎﯾﺪ ﮐﻪ در اﻓﺎﻧﯿﻦ ﺳﺨﻦ و اﺳﺎﻟﯿﺐ ﺷﻌﺮ ﭼﻮن ﻧﺴﯿﺐ و ﺗﺸﺒﯿﺐ و ﻣﺪح و ذم و آﻓﺮﯾﻦ و ﻧﻔﺮﯾﻦ و ﺷﮑﺮ و ﺷﮑﺎﯾﺖ و ﻗﺼﻪ و ﺣﮑﺎﯾﺖ و ﺳﻮال
و ﺟﻮاب و ﻋﺘﺎب و اﺳﺘﻌﺘﺎب و ﺗﻤﻨﻊ و ﺗﻮاﺿﻊ و ﺗﺄﺑّﯽ و ﺗﺴﺎﻣﺢ و ذﮐﺮ دﯾﺎر و رﺳﻮم و وﺻﻒ آﺳﻤﺎن و ﻧﺠﻮم و ﺻﻔﺖ ازﻫﺎر و اﻧﻬﺎر و
ﺷﺮح رﯾﺎح و اﻣﻄﺎر و ﺗﺸﺒﯿﻪ ﻟﯿﻞ و ﻧﻬﺎر و ﻧﻌﺖ اﺳﺐ و ﺳﻼح و ﺷﮑﺎﯾﺖ ﺟﻨﮓ و ﻣﺼﺎف و ﻓﻦ ﺗﻬﺎﻧﯽ وﺗﻐﺎزی از ﻃﺮﯾﻖ اﻓﺎﺿﻞ ﺷﻌﺮ او
اﺷﺎﻋﺮ ﻓﻀﻼ ﻋﺪول ﻧﻨﻤﺎﯾﺪ و در ﻧﻘﻞ از ﻣﻌﻨﯿﯽ ﺑﻪ ﻣﻌﻨﯽ و ﺗﺤﻮل از ﻓﻨﯽ ﺑﻪ ﻓﻨﯽ ﺧﺮوﺟﯽ ﻟﻄﯿﻒ و ﺷﺮوﻋﯽ ﻣﺴﺘﺤﺴﻦ واﺟﺐ داﻧﺪ و در
رﻋﺎﯾﺖ درﺟﺎت ﻣﺨﺎﻃﺒﺎت و وﺟﻮه ﻣﺪاﯾﺢ ﺑﺎﻗﺼﯽ اﻻﻣﮑﺎن ﺑﮑﻮﺷﺪ ﻣﻠﻮک و ﺳﻼﻃﯿﻦ را ﺟﺰ ﺑﺎوﺻﺎف ﭘﺎدﺷﺎﻫﺎﻧﻪ ﭼﻨﺎﻧﮑﻪ در ﻓﺼﻞ اﻏﺮاق
 ﺳﺎدات و ﻋﻠﻤﺎ ﺑﻪ ﺷﺮف ﺣﺴﺐ و ﻃﻬﺎرت ﻧﺴﺐ.ﺑﯿﺎن ﮐﺮده آﻣﺪه اﺳﺖ ﻧﺴﺘﺎﯾﺪ و وزرا و اﻣﺮا را ﺑﻪ اواﺑﺪ ﺗﯿﻎ و ﻗﻠﻢ و ﻃﺒﻞ و ﻋﻠﻢ ﻣﺪح ﮐﻨﺪ
. ﺻﻔﺖ ﮐﻨﺪ،وﻓﻮر ﻓﻀﻞ و ﻏﺰارت ﻋﻠﻢ و ﻧﺰاﻫﺖ ﻋﺮض و ﻧﺒﺎﻫﺖ ﻗﺪرت ﺳﺘﺎﯾﺪ و زﻫﺎد و ﻋﺒﺎد را ﺑﻪ ﺗﺒﺘﻞ و اﻧﺎﺑﺖ و ﺗﻮﺟﻪ ﺣﻀﺮت ﻋﺰت
48. Riâhi, “NOZHAT AL-MAJĀLES.”

383

amongst others.49 The sheer number and specificity of the thematic categories stand as a testament to the considerable sophistication with which poets and literati of this period thought
about thematic types of poetry.
For the purposes of the present study, it is important to point out that the highest concentration of protopypical qalandari robâ’iyât are found in the fourth subsection of the first
chapter which is titled “On Spiritual Conceits” (dar tâmât),50 with several other qalandariyâttype robâ’i (some of which are less prototypical than others) scattered throughout the other
subsections of first chapter of the collection,51 the chapter “On Wine Poetry” (khamriyât),52
the chapter “On Love and Descriptions of Love and its States,”53 and the chapter “On Love”
(specifically the subsections “On Becoming Infamous”/dar rosvâ shodan and “On Dishonor”/
bad-nâmi).54 Even though Shervâni puts most of the qalandari robâ’i in the chapter “On
Spiritual Conceits” (dar tâmât), it is striking that he places most of them together in one
place. I would suggest that this indicates that he thinks of these poems as a subtype of tâmât
poetry. The fact that some qalandari robâ’is bleed out of this grouping and can be found in
chapters on wine and love is not surprising given the qalandariyât’s frequent overlap with

49. Shervâni, Nozhat al-Majâles, 5-10.
50. Shervâni, Nozhat al-Majâles, 154 #94-97 & 99-100, 155 #101, 156 #107-110. According to Shervâni, the
authors of these robâ’iyât are as follows: Owhad al-Din Kermâni (#94-97), Ahmad-e Jâm, anonymous, Abu
Sa’id Abu al-Kheyr, anonymous (#107-108), Jamâl Shervâni (the compiler himself, #109-110),
respectively.
51. It seems that the opening chapter of this collection was not titled by the original author. Riâhi has supplied
the title of “On Divine Unity and Spiritual Knowledge” ( )در ﺗﻮﺣﯿﺪ و ﻋﺮﻓﺎنfor this section in brackets. The
first two sub-sections of this chapter also appear to have been supplied names by the editor (same as chapter
names). The third subsection has the title of “On Advice” ( )در ﻧﺼﯿﺤﺖand the fourth subsection, where the
highest concentration of qalandariyât robâ’i appear, is titled “On Spiritual Conceits” ()در ﻃﺎﻣﺎت. See
preceding footnote for specific poems within this last section. For the rest see the following: Shervâni,
Nozhat al-Majâles, 141 #3, 145 #33, 146 #42, 149 #59, 152 #85. According to Shervâni, the authors of
these robâ’iyât are as follows: Owhad al-Din Kermâni, ‘Omar Khayyâm, Mo’in al-Din Bakhtiyâr, Kermâni,
Amir Mo’ezzi, respectively.
52. Shervâni, Nozhat al-Majâles, 176 #230 & 232, 178 #243, 179 #255, 181 #268, 184 #286 & 289. According
to Shervâni, the authors of these robâ’iyât are as follows: anonymous (#230, 232), Yamin Sabat Esfahâni,
Kamâl al-Din Esmâ’il Esfahâni (#255, 268), Amir Mo’ezzi, anonymous, respectively. I should also note
that depending on how one defines the boundary between wine poetry (khamriyât) and qalandariyât, there
could be more poems in the wine poetry (khamriyât) section that we could consider qalandariyât.
53. Shervâni, Nozhat al-Majâles, 247 #751, 249 #769 & #770 & #773. According to Shervâni, the authors of
these robâ’iyât are as follows: Jamâl Shervâni, anonymous (#770, 773), respectively.
54. Shervâni, Nozhat al-Majâles, 529-531 #2947 & 2957-2965. According to Shervâni, the authors of all of
these robâ’i are anonymous, except #2957 which is from Seyyed Ashraf.
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these genres (as has been noted previously).

(9) Nasir al-Din Tusi’s (d. 1273) Me’yâr al-ash’âr only discusses poetry in formal terms as
far as I can tell, in particular mentioning qasideh, ghazal, qet’eh, robâ’i (chahâr-beyti, dobeyti, tarâneh), masnavi, mossamat, and ourâmeh.55

(10) In the Kanz al-Fawâ’ed (late 13th/early fourteenth century) Hoseyn Mohammad Shâh
Shahhâb Ansâri mentions qasideh-ye tahayyoti (greeting qasideh),56 towhid-e khodâ va na’te rasul, va madâ’eh-e seyyed, sanâ va medhat,57 madh and ghazal (as themes),58 madh and
hajv (in the section on tahsif),59 and “pand, hekmat, shekâyat-e ruzgâr” in the section on
kalâm-e jâme’.60

(11) Shams al-Din Fakhri Esfahâni in Me’yâr-e Jamâli (late thirteenth or early fourteenth
century) uses the thematic categories of na’t61 and madâ’eh in a generic sense.62 Also, numerous times (especially in second half of book) Fakhri Esfahâni refers to whole poems as “dar
madh” and then specifies them further by adding “dar sefat-e shamshir/hosn/etc.” in a way
that seems to indicate that he considers the entire poem itself to be a madh poem which treats
subsidiary themes.63 Further, in a section entitled “on the names and genres of poetry that are
common amongst the poets,” he discusses the qasideh, qet’eh, ghazaliyât, tarji’ât, masnavi,

55.
56.
57.
58.
59.
60.
61.
62.
63.

Tusi, Me’yâr al-ash’âr, 5, 18, 20, 42, 48, 60, 62, 66, 68, 80, 95, 104-105, 111, 117, 121, 125, 128.
Ansâri, Kanz al-Fawâ’ed, 1.
Ansâri, Kanz al-Fawâ’ed, 11.
Ansâri, Kanz al-Fawâ’ed, 27.
Ansâri, Kanz al-Fawâ’ed, 33, 45.
Ansâri, Kanz al-Fawâ’ed, 57.
Fakhri Esfahâni, Me’yâr-e Jamâli, 141.
Fakhri Esfahâni, Me’yâr-e Jamâli, 142.
Fakhri Esfahâni, Me’yâr-e Jamâli.
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and zu al-qâfiyatayn.64 The ghazal, in these discussions, is a well-defined form of poetry between 7-11 lines, and although he gives standard etymology about the ghazal’s connection to
love, women, etc., he also says it can treat topics on wine, ruins, flowers, basil (rayhân), instruments, and meat.65

(12) Another poetic anthology that employs some thematic terms in its organization is Mohammad ebn Badr Jâjarmi’s Mo’nes al-Ahrâr (composed 741/1341). In addition to many
poems illustrating various poetic devices and rhetorical figures of Persian poetics (e.g., tajnis,
tashbih, radif/moraddaf, loghaz va mo’amma, su’âl va javâb, acrostic/tawshih, divided
metaphor/taqsim, description/vasf66) and the formal categories of moqatta’ât, fardiyât, tarji’ât, and roba’iyât, it includes the following thematic categories (in the this order): divine
unity (towhid), praise of the prophet (na’t), wisdom-homiletic-advice (al-hekmeh va almow’ezeh va al-nasiheh), eulogy (marâsi), chronograms (tavârikh), invective/satire (al-hazliyât va al-ahâji), facetiae (motâyebât), oaths (qasamiyât), and complaint (shekâyat).67 It
also contains the category love (ghazaliyât), which in this case seems to be denote both a formal and thematic category. The ghazaliyât category here includes several poems by ‘Attâr
and ‘Erâqi that I would classify as qalandariyât, in addition to many ghazals on love themes
more generally.68 It is worth noting that some of these ghazals are quite long, many times run-

64. Fakhri Esfahâni, Me’yâr-e Jamâli, 242-45.
65. Fakhri Esfahâni, Me’yâr-e Jamâli, 243.
66. This includes a poem “in description of wine,” along with poems that decribe instruments, bathhouses,
amongst other things.
67. Jâjarmi, Mo’nes al-ahrâr (jeld-e avval); Jâjarmi, Mo’nes al-ahrâr (jeld-e dovvum). On the poetic genre of
chronograms, see: Losensky, “MĀDDA TĀRIḴ.”
68. ‘Erâqi, Kolliyât-e Fakhr al-Din ‘Erâqi (ed. Mohtasham), 80, 106-107, 264-268, 280-281.
:ﻋﺮاﻗﯽ
دل در ﮔﺮه زﻟﻒ ﺗﻮ ﺑﺴﺘﯿﻢ دﮔﺮ ﺑﺎر
وز ﻫﺮ دو ﺟﻬﺎن ﻣﻬﺮ ﮔﺴﺴﺘﯿﻢ دﮔﺮﺑﺎر
:ﻋﻄﺎر
ﺗﺮﺳﺎ ﺑﭽﻪای دﯾﺪم زﻧﺎر ﮐﻤﺮ ﮐﺮده
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ning 12-15 lines and even in a couple of instances running over 20 lines, indicating that the
term ghazaliyât here should only loosely be understood as a formal category and likely as
much a thematic designation as a properly formal one.69
Near the end of his anthology, Jârjarmi has an entire section of robâ’iyât that he subdivides thematically. Some of the categories are similar to his previous sections in that they
treat poetic devices and rhetorical figures in Persian poetics (e.g., tajnis, mo’ammât, tazmin,
su’âl va javâb) and the following shared thematic categories: divine unity (towhid), praise of
the prophet (na’t), invective/satire (hazliyât), elegy (marâsi), and complaint (al-shekâyat).
However, he also includes other categories, such as parodical robâ’i (dar robâ’iyât-e
naqizeh); robâ’i describing “wine” (dar wasf-e sharâb),70 “the spring time and herbs” (dar
wasf-e bahâr va rayâhin), “the harp, flute, and daf,” “flowers,” and “candles”; and a large
number of sub-categories of robâ’iyât on love and the beloved that are not paralleled in his
earlier sections.71

(13) The final collection of thematically arranged robâ’iyât that I will survey here is contained in the recently discovered Safineh-ye Tabriz (c. between 1342-3 and 1344-5).72 It is
entitled Kholâsat al-ash’âr fi robâ’iyât and the compiler of the Safineh-ye Tabriz, Abu alMajd Mohammad ben Mas’ud Tabrizi, himself collected and organized the robâ’iyât that ap-

69.
70.
71.
72.

در ﻣﻌﺠﺰهٔ ﻋﯿﺴﯽ ﺻﺪ درس ز ﺑﺮ ﮐﺮده
Other obvious qalandariyât by Mir Kermâni (983-984) and Owhadi (1018).
These exceptionally long examples are by a poet named Majd al-Din Hamgar, see: Jâjarmi, Mo’nes alahrâr (jeld-e dovvum), 1004-07.
None of these appear to be qalandariyât in a strict sense of the term.
Jâjarmi, Mo’nes al-ahrâr (jeld-e avval); Jâjarmi, Mo’nes al-ahrâr (jeld-e dovvum).
Tabrizi, Safineh-ye Tabriz, 593-612. See also Seyed-Gohrab’s discussion of this collection: Seyed-Gohrab,
“Literary Works in Tabriz’s Treasury,” 124-26. There is also another collection of robâ’iyât by Kermâni
(collected and organized by Amin al-Din Hâj Bolleh) that immediately precedes the Kholâsat al-ash’âr fi
robâ’iyât. It is a small collection (581-592) so I will not discuss it in detail but it does include such
categories as “towhid,” “separation,” “love,” “sufism,” “Islamic law,” ritual purity/ﻃﻬﺎرة, “reason and
knowledge,” “travel,” amongst a few others.
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pear in its fifty (thematic) chapters. In most respects, the thematic chapters of this collection
appear to be quite similar to the previous collections discussed here. It contains chapters on
“towhid and spiritual knowledge (ma’refat),” “tâmât,”73 “wisdom and homiletics (hekmat va
mow’ezat),” “panegyric” (madh), “invective” (hejâ), “description of candles,” “description of
samâ’ sessions,” and “flowers and herbs,” and thirty-seven chapters on topics related to love.
I would also like to point out that the works in the Safineh-ye Tabriz contain a number
of indications which demonstrate that by the mid-fourteenth century the ghazal has continued
to develop more fully into a formal category and is beginning to loose its more exclusive earlier association with love themes alone (as Lewis has argued). For example, there is a collection of “ghazaliyât” by Jalâl al-Din ‘Atiqi that are on the topics of “towhid and tâmât”
(“Ghazaliyât fi al-towhid va al-Tâmât”).74 This section is also interesting because it contains
several ghazals that I would label as qalandariyât, which corroborates the connection between the term “tâmât” and qalandariyât that we saw earlier in the Nozhat al-Majâles.75

(14) Tâj al-Halâvi in his Daqâ’eq al-She’r (fourteenth century) discusses the following
terms in a chapter in which he sets out to “clarify” “some of the types of poetry and genres of
verse and stipulations of panegyrics and words” (ajnâs-e she’r va anvâ’-e nazm va sharâ’et-e
madâhi va loghâti) that are “common” and “current” amongst the “masters” and “lords of
this art” and “science”: nasib, tashbib, ghazal (read: separate form on love themes), robâ’i,
masnavi, moraddaf, amongst others.76 He also mentions the following thematic genres: hab-

73. Tabrizi, Safineh-ye Tabriz, 594. Chapter on tâmât only contains five ruba’i and maybe two-three appear to
be qalandariyât, but it is not entirely clear.
74. I would not agree with Seyed-Gohrab that “tâmât” in this title should be translated as “great calamities” as
he suggests in his brief mention of this work in: Seyed-Gohrab, “Literary Works in Tabriz’s Treasury,” 117.
For more on the word “tâmât,” see my discussion of Shafi’i-Kadkani’s view on this issue in footnote 70,
chapter 2. See: Tabrizi, Safineh-ye Tabriz, 440-41.
75. Tabrizi, Safineh-ye Tabriz, 440-41.
76. Tâj al-Halâvi, Daqâ’eq al-she’r, 81-87. Lewis also discusses this work: Lewis, “The Transformation of the
Persian Ghazal,” 133-34.
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siyât (of Mas’ud Sa’d Salmân),77 marsiyeh/marâsi,78 hazliyât,79 and mahâji.80 In his discussion of various poetic devices/figures, he also employs the following thematic categories:
madh,81 hazl,82 madh va hejâ,83 madh va zamm,84 hajv va madh,85 sanâ/âfarin and hajv/
nafrin,86 and, finally, “mavâ’ez, nasâ’eh, shekâyat-e ruzgâr, va amsâl-hâ.”87

(15) Sharaf al-Din Râmi (d. 1374) in Haqâ’eq al-hadâ’eq only mentions the terms hekmat,
mow’ezat, and shekâyat-e ruzgâr in his kalâm-e jâme’ section.88

16) ‘Atâ Allâh Hoseyni’s Badâ’e’ al-sanâ’e’ (15th century) contains a section near the end,
entitled “On the meanings of some of the common words amongst the poets that are in need
of explanation,” in which he discusses the terms tashbib, nasib, ghazal, mosarra’, mozdowj
(masnavi), moqaffâ, mojamma’, beyt al-qasideh, matbu’, motakallaf, khasi (type of robâ’i),
jazâlat, salâsat, ertejâl, and sahl al-momtane’.89 Although he cites Shams-e Qays discussion
of nasib/tashbib earlier (in which Shams-e Qays mentions ghazal in the context of nasib/
tashbib), Hoseyni clearly differentiates it from the introit of the qasideh in a subsequent section on ghazal in which he says it deals with love themes and sometimes mentions the generosity and bravery of beloved.90

77.
78.
79.
80.
81.
82.
83.
84.
85.
86.
87.
88.
89.
90.

Tâj al-Halâvi, Daqâ’eq al-she’r, 95.
Tâj al-Halâvi, Daqâ’eq al-she’r, 81-82.
Tâj al-Halâvi, Daqâ’eq al-she’r, 75.
Tâj al-Halâvi, Daqâ’eq al-she’r, 81.
Tâj al-Halâvi, Daqâ’eq al-she’r, 61, 66, 82.
Tâj al-Halâvi, Daqâ’eq al-she’r, 34, 40, 59.
Tâj al-Halâvi, Daqâ’eq al-she’r, 42.
Tâj al-Halâvi, Daqâ’eq al-she’r, 53-55.
Tâj al-Halâvi, Daqâ’eq al-she’r, 73-75, 78.
Tâj al-Halâvi, Daqâ’eq al-she’r, 78.
Tâj al-Halâvi, Daqâ’eq al-she’r, 94.
Râmi, Haqâ’eq al-hadâ’eq (ed. Kâzemi Emâm), 123.
Hoseyni, Badâ’e’ al-sanâ’e’ (ed. Qobâdiyâni), 309-14.
Hoseyni, Badâ’e’ al-sanâ’e’ (ed. Qobâdiyâni), 310.
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17) Hoseyn Vâ’ez-e Kâshefi’s Badâ’e’ al-afkâr fi sanâ’e’ al-ash’âr (w. ca. second half of
fifteenth century)91 explicitly discusses both formal and thematic categories in his treatment
of the “divisions and genres/types of poetry” (aqsâm va anvâ’-e she’r).92 After general remarks about poetry, he delineates the formal “genres” (anvâ’) of Persian poetry (qasideh,
ghazal,93 qet’eh, robâ’i/do-beyti/tarâneh, fard, masnavi, mosammat, tarji’ât/tarji’band/tarkib/
movassat),94 the “divisions of [Persian] poetry” (aqsâm-e she’r) (moraddaf, sahl-e momtane’,
zu al-now’eyn, etc.), and the important technical terms of Persian poetry (maqta’, matla’,
nazm, nasib, etc.) before concluding his introduction with a section entitled “on words that
are in use regarding genres/types of poetry” (dar bayân alfâzi keh dar anvâ’-e she’r mosta’mel mi-bâshad). In this final section, he describes (often at some length) the following thematic categories of poetry: towhid, na’t, manqabat (i.e., manâqeb), mow’ezeh, asrâr (in
which he categorizes the poetry of ‘Attâr, Rumi, and ‘Erâqi), madh/medhat, hajv/hejâ, jedd,
hazl, motâyebeh, marsiyeh, monâzereh, khamriyât, and qasamiyât.95 It is clear in the cases of
towhid, manqabat, mow’ezeh, asrâr, marsiyeh, khamriyât, and qasamiyât at least that Kâshefi
sees these thematic categories as types or genres of poetry because he discusses them as referring to entire poems. (See further discussion of this point in introduction to the first chapter). Finally, like other treatises above, in the kalâm-e jâme’ section he mentions “mavâ’ez va
91. Marta Simidchieva has analyzed this work in depth and positioned it within the tradition of Persian poetic
treatises: Simidchieva, “Imitation and Innovation in Timurid Poetics.”
92. Kâshefi Shirâzi, Badâ’e’ al-afkâr, 69.
93. The ghazal has clearly developed by this point to a well-defined formal genre. Although he provides the
traditional definition of the ghazal as a form that treats various love themes, he does also specify that it
should be between five and fifteen lines, and ideally in between these two figures. He also provides
(although prefaces it by saying this is “in custom of the general populace/dar ‘orf-e ‘âm”) a rather lengthy
description of three different types of takhallos used in ghazals in a later section (in addition to a more
standard discussion of the qasideh’s takhallos in its traditional Arabic meaning of “transition”). He does
later mention that the (amatory) nasib is also called “ghazal,” but his previous definition makes it clear that
this meaning co-existed with the formal term “ghazal” as an independent poem as he discussed earlier. It is
also noteworthy that he does not mention any other themes in reference to the ghazal than love-related
themes. See: Kâshefi Shirâzi, Badâ’e’ al-afkâr, 71, 79-80, 134-135, 173-174.
94. Kâshefi Shirâzi, Badâ’e’ al-afkâr, 71-75.
95. Kâshefi Shirâzi, Badâ’e’ al-afkâr, 81-83.
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nasâ’eh va shekâyat-e ruzgâr va hekâyat-e nakâyet-e advâr va amsâl-e ân”96 and he says that
hajv/hejâ is opposite (zedd) madh, and jedd is opposite/contradictory to (naqiz) hazl.97

96. Kâshefi Shirâzi, Badâ’e’ al-afkâr, 146-47.
97. Kâshefi Shirâzi, Badâ’e’ al-afkâr, 82.
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Appendix III
Classification Table of Qalandariyât
in Sanâ’i’s MiM and KM Manuscripts
Qalandariyât Poems (QP)
73 Total Poems:
60 MiM
23 KM (6 KM qalandariyât are classified as ghazals in MiM)
MiM 34

MiM 72/KM 15

MiM 2

MiM 35

MiM 73

MiM 3

MiM 36

MiM 76

MiM 4/KM 18

MiM 37

MiM 77

MiM 6

MiM 38

MiM 79

MiM 7

MiM 39

MiM 80

MiM 8

MiM 40

MiM 82

MiM 9

MiM 42/KM 9

MiM 84

MiM 10

MiM 43

MiM 85

MiM 11

MiM 45

MiM 86

MiM 13

MiM 47

MiM 87

MiM 14

MiM 48

MiM 88/KM 16

MiM 15

MiM 50

KM 12

MiM 16

MiM 51/KM 17

KM 20 (MiM gh 362)

MiM 17

MiM 55

KM 25

MiM 19

MiM 56

KM 29 (MiM gh 7)

MiM 20/KM 10

MiM 57/KM 8

KM 84 (MiM gh 223)

MiM 21

MiM 58

KM 92 (MiM gh 158)

MiM 22

MiM 61

KM 101 (MiM gh 265)

MiM 23

MiM 65

KM 111

MiM 27

MiM 67/KM 11

KM 115

MiM 28

MiM 69/KM 14

KM 139

MiM 31

MiM 70

KM 145

MiM 32

MiM 71/KM 13

KM 149 (MiM gh 43)

MiM 33

KM 157
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Qalandari Theme (QT) Poems
179 Total Poems:
32 MiM
153 KM (79 KM qalandariyât are classified as ghazals in MiM)
MiM 83

KM 42 (MiM gh 78)

MiM 1

MiM 89

KM 43 (MiM gh 191)

MiM 5

MiM 90

KM 44

MiM 12

MiM 91

KM 45 (MiM gh 400)

MiM 18

MiM 92

KM 46

MiM 24

KM 1

KM 47

MiM 25

KM 4

KM 48

MiM 26

KM 19

KM 49

MiM 29

KM 21 (MiM gh 35)

KM 50

MiM 36/KM3

KM 22 (MiM gh 287)

KM 51 (MiM gh 189)

MiM 41/KM 5

KM 23 (MiM gh 77)

KM 52 (MiM gh 284)

MiM 44

KM 24 (MiM gh 47)

KM 53 (MiM gh 121)

MiM 46

KM 26 (MiM gh 103)

KM 54 (MiM gh 161)

MiM 49/KM 2

KM 27 (MiM gh 83)

KM 55

MiM 52/KM 7

KM 28 (MiM gh 175)

KM 56 (MiM gh 156)

MiM 53

KM 30 (MiM gh 51)

KM 57

MiM 54

KM 31 (MiM gh 16)

KM 58

MiM 59

KM 32 (MiM gh 25)

KM 59 (MiM gh 65)

MiM 60

KM 33 (MiM gh 173)

KM 60 (MiM gh 66)

MiM 62

KM 34 (MiM gh 41)

KM 61 (MiM gh 194)

MiM 63

KM 35 (MiM gh 56)

KM 62 (MiM gh 340)

MiM 64

KM 36

KM 63

MiM 66

KM 37

KM 64 (MiM gh 48)

MiM 68

KM 38

KM 65 (MiM gh 174)

MiM 74/KM 108

KM 39 (MiM gh 324)

KM 66

MiM 75/KM 6

KM 40

KM 67 (MiM gh 140)

MiM 78

KM 41 (MiM gh 163)

KM 68

MiM 81
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KM 69 (MiM gh 89)

KM 106 (MiM gh 330)

KM 144 (MiM gh 130)

KM 70 (MiM gh 315)

KM 107

KM 146 (MiM gh 143)

KM 71

KM 109

KM 147 (MiM gh 60)

KM 72 (MiM gh 333)

KM 110 (MiM gh 192)

KM 148 (MiM gh 213)

KM 73 (MiM gh 283)

KM 112 (MiM gh 99)

KM 150

KM 74 (MiM gh 55)

KM 113 (MiM gh 81)

KM 151

KM 75

KM 114 (MiM gh 285)

KM 152

KM 76

KM 116 (MiM gh 238)

KM 153

KM 77

KM 117

KM 154

KM 78

KM 118 (MiM gh 202)

KM 155

KM 79

KM 119

KM 156 (MiM gh 405)

KM 80 (MiM gh 153)

KM 120

KM 158

KM 81 (MiM gh 149)

KM 121

KM 159

KM 82

KM 122 (MiM gh 30)

KM 160

KM 83

KM 123 (MiM gh 364)

KM 161

KM 85

KM 124 (MiM gh 407)

KM 162 (MiM gh 58)

KM 86

KM 125

KM 163 (MiM gh 308)

KM 87

KM 126

KM 164

KM 88 (MiM gh 76)

KM 127

KM 165 (MiM gh 171)

KM 89 (MiM gh 242)

KM 128 (MiM gh 157)

KM 166 (MiM gh 193)

KM 90

KM 129

KM 167 (MiM gh 46)

KM 91

KM 130 (MiM gh 181)

KM 168

KM 93

KM 131 (MiM gh 45)

KM 169 (MiM gh 367)

KM 94

KM 132 (MiM gh 123)

KM 170 (MiM gh 142)

KM 95

KM 133

KM 171 (MiM gh 365)

KM 96

KM 134 (MiM gh 299)

KM 172 (MiM gh 139)

KM 97 (MiM gh 103)

KM 135 (MiM gh 90)

KM 173 (MiM gh 108)

KM 98 (MiM gh 80)

KM 136 (MiM gh 91)

KM 174

KM 99

KM 137

KM 175 (MiM gh 195)

KM 100

KM 138 (MiM gh 128)

KM 176 (MiM gh 360)

KM 102 (MiM gh 148)

KM 140

KM 103

KM 141 (MiM gh 152)

KM 104 (MiM gh 105)

KM 142

KM 105

KM 143
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Borderline QP-QT Poems
18 Total Poems:
10 MiM
9 KM (3 KM qaladariyât are classified as ghazals in MiM)
MiM 82
MiM 15

KM 12

MiM 16

KM 20 (MiM gh 362)

MiM 19

KM 25

MiM 20/KM 10

KM 84 (MiM gh 223)

MiM 22

KM 111

MiM 37

KM 115

MiM 38

KM 149 (MiM gh 43)

MiM 55

KM 157

MiM 61

Borderline QT-QP Poems
19 Total Poems:
4 MiM
17 KM (7 KM qalandariyât are classified as ghazals in MiM)
KM 79
MiM 36/KM3

KM 85

MiM 52/KM 7

KM 94

MiM 62

KM 100

MiM 66

KM 103

KM 43 (MiM gh 191)

KM 113 (MiM gh 81)

KM 52 (MiM gh 284)

KM 130 (MiM gh 181)

KM 54 (MiM gh 161)

KM 143

KM 57

KM 154

KM 61 (MiM gh 194)

KM 176 (MiM gh 360)
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Borderline QT-NQT Poems
106 Total Poems:
10 MiM
98 KM (57 KM qalandariyât are classified as ghazals in MiM)
MiM 12

KM 58

KM 102 (MiM gh 148)

MiM 18

KM 59 (MiM gh 65)

KM 104 (MiM gh 105)

MiM 41/KM 5

KM 60 (MiM gh 66)

KM 105

MiM 44

KM 63

KM 106 (MiM gh 330)

MiM 63

KM 64 (MiM gh 48)

KM 107

MiM 64

KM 65 (MiM gh 174)

KM 110 (MiM gh 192)

MiM 74/KM 108

KM 66

KM 112 (MiM gh 99)

MiM 83

KM 67 (MiM gh 140)

KM 114 (MiM gh 285)

MiM 90

KM 68

KM 116 (MiM gh 238)

MiM 92

KM 69 (MiM gh 89)

KM 118 (MiM gh 202)

KM 4

KM 70 (MiM gh 315)

KM 121

KM 19

KM 71

KM 122 (MiM gh 30)

KM 22 (MiM gh 287)

KM 72 (MiM gh 333)

KM 123 (MiM gh 364)

KM 26 (MiM gh 103)

KM 74 (MiM gh 55)

KM 125

KM 27 (MiM gh 83)

KM 75

KM 127

KM 31 (MiM gh 16)

KM 76

KM 128 (MiM gh 157)

KM 32 (MiM gh 25)

KM 78

KM 129

KM 33 (MiM gh 173)

KM 81 (MiM gh 149)

KM 131 (MiM gh 45)

KM 39 (MiM gh 324)

KM 82

KM 132 (MiM gh 123)

KM 40

KM 87

KM 134 (MiM gh 299)

KM 41 (MiM gh 163)

KM 88 (MiM gh 76)

KM 135 (MiM gh 90)

KM 42 (MiM gh 78)

KM 89 (MiM gh 242)

KM 136 (MiM gh 91)

KM 44

KM 90

KM 138 (MiM gh 128)

KM 46

KM 93

KM 140

KM 49

KM 95

KM 141 (MiM gh 152)

KM 50

KM 96

KM 142

KM 51 (MiM gh 189)

KM 97 (MiM gh 103)

KM 146 (MiM gh 143)

KM 53 (MiM gh 121)

KM 98 (MiM gh 80)

KM 148 (MiM gh 213)

KM 55

KM 99

KM 150
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KM 152

KM 163 (MiM gh 308)

KM 171 (MiM gh 365)

KM 155

KM 164

KM 172 (MiM gh 139)

KM 156 (MiM gh 405)

KM 165 (MiM gh 171)

KM 173 (MiM gh 108)

KM 159

KM 166 (MiM gh 193)

KM 174

KM 160

KM 167 (MiM gh 46)

KM 175 (MiM gh 195)

KM 161

KM 169 (MiM gh 367)

KM 162 (MiM gh 58)

KM 170 (MiM gh 142)
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Appendix IV
R Script for Topic Modeling and Visualization
#imports required libraries
library(tm)
library(XML)
library(RCurl)
library(plyr)
library(lda)
library(LDAvis)
library(dplyr)
library(stringi)
library(servr)
library(topicmodels)
library(networkD3)
#sets working directory (modify path as needed)
setwd("/Users/MTM/Documents/TextAnalysisWithR/Corpus")
#loads files into corpus
filenames <- list.files(getwd(), pattern="*.txt")
#reads files into a character vector
files <- lapply(filenames,readLines)
#creates corpus
docs <- Corpus(VectorSource(files))
#begins preprocessing
docs <-tm_map(docs,content_transformer(tolower))
#removes problematic symbols
toSpace <- content_transformer(function(x, pattern) { return (gsub(pattern, " ", x))})
docs <- tm_map(docs, toSpace, "-")
docs <- tm_map(docs, toSpace, "'")
docs <- tm_map(docs, toSpace, "'")
docs <- tm_map(docs, toSpace, '.')
docs <- tm_map(docs, toSpace, '"')
docs <- tm_map(docs, toSpace, """)
#removes punctuation
docs <- tm_map(docs, removePunctuation)
#removes numbers
docs <- tm_map(docs, removeNumbers)
#removes stopwords
docs <- tm_map(docs, removeWords, stopwords("en"))
#removes whitespace
docs <- tm_map(docs, stripWhitespace)
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#Stems document
#docs <- tm_map(docs,stemDocument)
#fixes common orthographic issues and plurals/indefinite forms
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﻧﮑﻮ, replacement = ")"ﻧﯿﮑﻮ
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﺳﯿﻪ, replacement = ")"ﺳﯿﺎه
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""دﻟﻬﺎ, replacement = ")"دل
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﻃﺎﻋﺎت, replacement = ")"ﻃﺎﻋﺖ
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﭘﺴﺮا, replacement = ")"ﭘﺴﺮ
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﺷﺎﻋﺮان, replacement = ")"ﺷﺎﻋﺮ
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﺷﻌﺮی, replacement = ")"ﺷﻌﺮ
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﻋﺎﺷﻘﺎن, replacement = ")"ﻋﺎﺷﻖ
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﮔﺒﺮان, replacement = ")"ﮔﺒﺮ
docs <- tm_map(docs, content_transformer(gsub),
pattern = "ٔ"ﭘﺮده, replacement = ")"ﭘﺮده
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﮐﻢ زن, replacement = ")"ﮐﻤﺰن
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﮐﻤﺰﻧﺎن, replacement = ")"ﮐﻤﺰن
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﮐﻢ زﻧﺎن, replacement = ")"ﮐﻤﺰن
docs <- tm_map(docs, content_transformer(gsub),
pattern = ""ﻋﯿﺎران, replacement = ")"ﻋﯿﺎر
....[continues similarly for dozens of lines]
#removes stop words
myStopwords <- readLines("/Users/MTM/mallet-2.0.8RC2/persianstoplist.txt")
docs <- tm_map(docs, removeWords, myStopwords)
#Creates document-term matrix
dtm <- DocumentTermMatrix(docs)
#converts rownames to filenames
rownames(dtm) <- filenames
#collapses matrix by summing over columns
freq <- colSums(as.matrix(dtm))
#creates descending sort order
ord <- order(freq,decreasing=TRUE)
#saves all terms in decreasing order of frequency
write.csv(freq[ord],"word_freq.csv")
#sets parameters for TM
burnin <- 1000 #number of times it will run before recording any results
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iter <- 5000 #total number of iterations
thin <- 500 #number of iterations skipped, i.e., will record results ever x number of
iterations
seed <- 10 #use list or one number so topic model is reproducible
nstart <- 1 #number of repeated random starts
best <- TRUE
#sets number of topics
k <- 16
#runs LDA using Gibbs sampling
ldaOut <-LDA(dtm,k, method="Gibbs", control=list(nstart=nstart, seed = seed,
best=best, burnin = burnin, iter = iter, thin=thin))
#writes results
ldaOut.topics <- as.matrix(topics(ldaOut))
write.csv(ldaOut.topics,file=paste("LDAGibbs",k,"DocsToTopics.csv"))
ldaOut.terms <- as.matrix(terms(ldaOut,35))
write.csv(ldaOut.terms,file=paste("LDAGibbs",k,"TopicsToTerms.csv"))
topicProbabilities <- as.data.frame(ldaOut@gamma, row.names = filenames)
write.csv(topicProbabilities,file=paste("LDAGibbs",k,"TopicProbabilities.csv"))
#function that creates json for LDAvis visualization
topicmodels_json_ldavis <- function(fitted, corpus, doc_term){
# Find required quantities
phi <- posterior(fitted)$terms %>% as.matrix
theta <- posterior(fitted)$topics %>% as.matrix
vocab <- colnames(phi)
doc_length <- vector()
for (i in 1:length(corpus)) {
temp <- paste(corpus[[i]]$content, collapse = ' ')
doc_length <- c(doc_length, stri_count(temp, regex = '\\S+'))
}
temp_frequency <- inspect(doc_term)
freq_matrix <- data.frame(ST = colnames(temp_frequency),
Freq = colSums(temp_frequency))
rm(temp_frequency)
#converts results above to json for visualization
json_lda <- LDAvis::createJSON(phi = phi, theta = theta,
vocab = vocab,
doc.length = doc_length,
term.frequency = freq_matrix$Freq)
}

return(json_lda)

json_ldaOut <- topicmodels_json_ldavis(ldaOut, docs, dtm)
#creates visualization
serVis(json_ldaOut, out.dir = "Persian_vis46", open.browser = FALSE)
#creates new directory for storing results
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dir.create("[file name]")1

1.

This topic modeling script is an amalgamation of several different standard topic modeling scripts with the
addition of my own modifications in various places.
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